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DEDICATION: To Hr. Lawrence Springer who passed away August of 

1965. At age 76, he was the role model for a yomger generation 
of fanatic fllm/peper collectors of which 1 am one small number. He 
will be missed end remembered. 

All typography In this Issue, with the exception of headings, 
has oeen reproOjced by the ROYAL ALPHA 700 0 Electronic Typewriter. 
FRONT COVER: Bill Nelson's fine rendering of a reanimated corpse 
from Tobe Hooper's recent LIFEFORCE; BACK COVER: David Robinson 
meticulously captures Conrad Veldt and Mary Rrllbln from Universal's 
[1928] THE MAN IH) LAUGHS; INSICE FRONT; Mark RoblnsOT Juxtaposes 
the elderly Boris Karloff with the Monster that maoe him a star 
in younger days; INSIDE BACK: Allen Koszowskl captures the ’shape- 
changer" from John Carpenter's misunderstood classic, TiC THING. 

Welcome to Issue *3A of Midnight Marquee , celebreting our 22nd 
year of publication. First of all, let me announce to all the 
skeptics that the first year of marriage is ^ hell - it's wonder- 
full At various times within the past year various friends have 
sincerely Inquired whether or not I will continue to collect movie 
posters (e very expensive hobby) or even continue the publication 
of HlMr. Hell, the answer is In your handsi I must give an 
emphatic to the question: Is there life after marriage? 

So that goes to show that a wedding can be a first-rate disaster, 
but nerriage Itself can prosper. 

But I have to tell about this year's disaster - Sue and 1 moved 
Into our first (and hopefully lasti) home on February 26, 1985 
located on Elmwood Road (ironically, I Just saw A nightmare on 


ELM STREET a few weeks before moving) In Baltimore County. Being 
teal novle fanatics, Sue and 1 arranged to have our Cable TV in- 
stalled between 1 p.m.-A p.m. on the Saturday we moved in. I 
knew we had trouble when the cable man phoned arcxxid 3 p.m, telling 
us he was running late - could we reschedule for next week? Since 
we both work, It would be difficult to arrange another date, so 
1 politely asked him to try to make it over today. Luckily, the 
installer arrived only an hour or so later. When I showed him 
where I wanted the cable Installed (in the front living room instead 
df the rear family rocw where It had been Installed) te was innedl- 
ately flustered. He said I was talking about extra cable, running 
line throu^Y the attic, drilling holes in the well, etc. In other 
words, a time consuming and more expensive Job, and the Installer 
probably was already lata for his Saturday "hot date." Well, 
he worked like a beaver in heat, scurrying up and down our attic 
pull-down steps, nzvtlng across the plywood flooring with a very 
heavy foot. He MS upset, I know, probably hoping ours would 
be a very quick Job since he wes running lete. 

I sat on the back deck with Sue when suddenly, about 15 ndnutes 
later, I hear a tremendous crash in the area of the living toon. 
I quickly enter to see the foot and leg of the IXYstaller sticking 
throu^ our living room ceiling as plaster cracks and caves in 
(about 1j feet in dlemeterl). The attic flooring was only partially 
finished, and In his rush, he probably stepped through the celling, 
limedlately 1 hear cussing and a life-savi^, "Oh hell, 1 stepped 
on a nail. Oooh, my footl’ Smart thinking, for if 1 wasn't the 
cool, calm, and lovable person that I normally hacpen to ce, my 
six-foot-two, two hundred pound plus frame might make the tiny 
Installer extremely apprehensive. Of course, even with his foot 
wound, the installer • still quick-footed but now nuch more careful 
and light-footed - rapidly finished the Job cherglng us for the 
work. When asking about the damage to our home, he apologized 
and told us a contractor friend of his would call Ho^y and arrange 
to repair the celling to our complete satlsfectlon during the 
week. And happily, this was carrlad out rl^t on stfiedule. Since 
this first day in our semi-detached rancher, oui luck has only 
gotten better - thank heavensl 

Please notice that this issue of MidMar is four pages longer 
and narks a return to emphasizing art as the "classic" Issues 
of our former title Gore Creatures use to do. Stills and poster 
reproduction will still be heavITy utilized, but as long as we 
have the hard-working, dedicated ait staff we now have, I plan 
to fully employ their talent to the fullest I I hope the balance 
between art and photo is a pleasing one - comments are welcome. 

Because of cur new 40-page rormat, and because of the two postal 
rate Increases over the last several years, we will have to charge 
S3. 50 for next year's issue *35, e slight increase In price. 

1 must convey a very pleasant surprise that occurred to me 
last winter. I was sitting home one Suiday afternoon when the 
[EDITOR'S COMCNTS continued page 31] 
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Dick Sslth is the eizard of American naKet« artists havlrig 
Inspired an entire generation of youthftjl nakeup artist proteges 
■ho nork prlniBrlly In the horror/science fiction fll* genre. 
Even the Acadeeiy Amards, slrce about four years ago, has bejfjn 
to recognize the makeup category as a regular, annual amrd event 
rather than as a periodic ■special* award. And most beflttlngly, 
the 63 year-old veteran and father figure, Smith, has at last 
been awarded the highest honor he could be accorded by his peers 
in the industry - an Academy Award In 198A for his makeup contribu- 
tion to AMADEUS. 

In 198A, Imagine, Inc. sent aspiring author Bill George 
[George's first book, Eroticism In the fantasy Film , has toUlly 
sold out its initial ^st printlngij and Dick Smith [A revised 
version of his long out-of-print "how-to" mekeMi guide is being 
published again by laaglne, Inc.] to the prestigious A. a. A. Conven- 
tion in San Francisco. There, while rooming together in the sane 
hotel, Bill George conducted the following Interview exclusively 
for Midnight Merouee . 

Dirt Salih's contribution to films runs the gwwt from LITTU 
BIG MAN to ALTERED STATES, HOUSE OF DARK SMAOONS, THE STEPFOTO 
HIVES, THE SENTINEL, SCAWERS, TAXI DRIVER, MIDNIGHT CCNBOV, THE 
*CR£T1C, T* Flfft, THE GCDFAT>Ol films, THE HLWCER, ax) THE EXORCIST, 
among many other titles (Including a massive amount of work conducted 
for television). His contribution to the fantesy film genre - 
and to the makeup field in general - cannot be more profouxJt 


BC: ITien looking at your long career, which film specifically 

pleases you the most? 

DS: THE EXORCIST, Because it Is very satisfying in three aspects. 
i**iber one - the demonic makeup on Linda Blair. This was very 
tough. She had a pudgy little face with a butterball nose. It 
was a difficult Job to make her look horrible. I did almost a 
dozen test makeups on her. Secondly • Max von Sydow's old-ege 
mekeup. Max at the time wes S3 or 44. It was still a considerable 
job to make him look old, about 70. That nakeup wes a three-hour 
foam-letex appliance makeup. It was a very complicated job seen 
on tl^t close-ups without eny diffusion in the lens. It posed 
en entirely different set of problems from LITTLE BIG MAN where 
I had to make Ckstin Moffmen I 2 t years old. That was virtually 
a mask. Max's makeup hed to look absolutely unlike maketp! Thirdly 
- the special effects sutf> as the vomit puving out of the mouth, 
or the head turning around backwards, or the throat blowing 14 ) 
i bull-frog. The most tricky one, the one I was most pleased 
— e the words "Help Me* rising up on her stomach, 
rwte is a film rfiere aU of ay work was used, all of it success- 
ful, all of it contriDutlng to the success of the film. I don't 
know If 1 could do better than that. 

BG: tmilch makeup contribution do you feel the most dissatisfied 

with because of lack of time or lack of budget? 

DS: Gee, I wish 1 had more time on T»C MINCER. But let me turn 
this around. Wiat I really feel more deeply about are the many 
films I have done a job U^at I was pleased with, but for one or 
■eny reasons the director has not seen fit to use my work as I 


with, a 


wanted to see my work used. 

1 could give you a whole list of these titles - a case In point 
is STARHAN. I worked over six months creating three-dimensional 
replacement animation showing a 12 year-Oid boy grow up into Jeff 
Bridges (showing his face and shoulders). The seojence ass edited 
by John Carpenter - perhaps with good reason- but I feel the effect 
is virtually destroyed. And it is sad to see the entire output 
of so many months of hard labor not being properly used. 

BG: Hhich of your colleagues in the makeup field do you admire 
the most and rf>y? 

DS: Oh well - you're putting me into en esearrassing situation 
here. I will mention several - each artist has his own specific 
virtues. Rick Seker is, of course, my long-time favorite since 
I've net him iW>en he was only 16 years old. Rick Is a Dom genius. 
His whole life is makeup - he's totally devoted to it. He's a 
brilliant artist, sculptor, innovator, designer. On a personal 
level ha's still a modest, sweet guy - almost like a son to me. 

Another artist I an also very fond of - we have a very close 
relationship - 1$ Stan Winston who Is a briUiwit makeup artist 
- very deringl One thing I love about Sten Is iWwo he's faced 
with a problem, he never takes the easy way out. If there is 
■ technique or method that is the most cfwllenging, the most diffi- 
cult, Stan is likely to take that route and succeed with It. 
He'll stick hls neck out and dare. I was approached to do the 
film TIC TERMINATOR and turned It down. I didn't feel it was 
my Cup of tea, and I recommended Sten. The director and producer 
were insistent and were a little put-out when I gave them the 
final turn-dnwi. So I was very gratified to see now beautifully 
Stan did with this project. 1 feel it was one of Stan's flrest 
achievements undoubtedly better then I could have done. 1 told 
this to the producers and director - as well as Stwi hlsraelf. 

Another Hollywood great is Tom Burmwi who Is one of the finest 
guys in the business. He has s wonderful elt of calm in a terribly 
frantic and nerveracklng business. In hls bltse way he turns 
out remarkable achievements. I loved the work he did on tt« recent 
CAT PEOf\£, but It’s a pity to see how poorly the work was used. 
They lost by that mishandling. 

There are many others: Greg Carman, Craig Reardon, Chris Halas, 
etc. 

On the East Coast 1 must give credit to Carl Fullerton. He's 
one of the most hard-working, dedicated, arxl ingenious mekeup 
artists 1 know. He's talented on all levels - he's a special 
effects men, sculptor, artist. 

John Ca^lone Is likewise another great talent, as Is Kevin 
Heney. Both John And Kevin are proteges of mine - having come 
to me to get their starts. It Is satisfying for me to see thm 
go on their oim and achieve fantastic creations. [They created 
the monster Belial in BASKET CASE.] 

The list is growing - laany brilliant talents are waiting for 
their chwice. The pity of It Is that there are so few opportimitles 
for these artists to nrte names for themselves. 

BG: Other then TIC TERMINATOR, ahich flins have you turned down 
for various reasons? 
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OS; I turned do«n aeny rilas eleply because they had dull scripts. 
I elll not take a flln until 1 read the script even If there appears 
to be a challenging aakeup Job in It. 0«e in a i^ile I'll get 
stuck eith soaething. A ease In point eas DEATH SITE, released 
under the title SPASMS. Boy, that *as a ness! 

Originally there mas a nlnor makeup probleai in it involving 
bladders that I had done in ALTERED STATES. They eanted ae to 
be an adviser to nakeup artist Stephan Dupuis end guide hln. 
Then they decided they nanted to do soaething more aatiitieus - 
Involving the face of a nan bitten by this horrible snake. Non 
it becones a $aaie>ihat larger Job and I elnd up being involved 
doing it nysalf nith Stephan as assistant. It's a disasterous 
flln. It MS a real Mate of time. 

One of the best films I've turned doen ms APOCALYPSE NOW. 
I had mrked nith Coppola on both GCCfATHER films and 1 enji^ed 
norklng altn hln, althcxigh he's hard on nakeis) artists never plan* 
nlng, almys telling us to aing-lt at the last minute. But I 
heard about the Philippines - about the heat, huaioity, the primi- 
tiveness, and I decide this is a film 1 didn't want to do. After 
THE EXCRCIST, Billy Priedkin did a film down in the Juggles of 
South Amrlca and wanted me for the project. But I don't mnt 
to live in the jungle! I don't like that. These films sound 
toe uncomfortable - I'm too eld to go knocking around. 

I've turned down blood and gore films sisfiiy because I don't 
want to do thee. 1 keep hoping something better will be coming 
around. 1 did a couple, and 1 feel that's enough. 

I ms in this frame of mind when the njRV cme along, the Brian 
DePalma film. 1 didn't want to turn that film down cold so I 
said I'll act as consultant, that they would have to get someone 
else to do the work. I recommended Rick Baker to do all the »eclal 
makeup effects stuff. They had Bill Tuttle on the sat applying 
stuff. That was a way of Coping out a bit. As a matter of fact 
it's fun being a consultant because you don't have to do any hard 
work. You suggest ideas. I made a few appliances to test out 
• the pulsing veins on Andrew Stevens' forehead. I left the rest 
to Rick who did e noble Job creating marvelous dummies and effects. 
BG: Which films denonstrated pieces of your work that woiawl up 

being cut or used In a way you did not approve? 

OS: A Bisunoerstandlng about what I was supposed to design occurred 
on GHOST STORY, I understooO that I was supposed to create 3 
apparitions or ghosts. The first being at the beginning when 
the lovers are In bed and the iwle Juaps out of the window, the 
second being the apparition that Douglas Fairbanks Jr. sees when 
he's on the bridge, and then the final rotted corpse that disinte- 
grates before everyone's eyes. Ail the apparitions are based 
upon the image of a corpse underaater rotting BMy. 

When all of these apparitions have been design and estebilshed, 
I was informed that t!vre was one missing. 1 got another idea 
for a wonderful apparition - a female face that is totally blank 
except for this toothy mouth. The Idea was in the scene that 
takes place with dear old Melvin Douglas - playing the doctor 

- when he's examining this beautiful girl with long auburn hair. 
He hears the voice of the ghost, ana he turns aMy. This lady, 
who is striped to the waist, who has her head down with the hair 
covering her face, suddenly flips her head up and the hair blows 
aMy from her face revealing this hideousnessi And the mouth 
flops open revealing this castrating, toothy mouth. It was a 
very frightening, wonderful image - and we filmed it. But when 
we did previews, the audience reactien ms one of purzlenent. 
This was not a ratted corpse - it mystified them. And so m had 
to ceshoot the scene. So I took the nutter two apparition from 
on the bridge. I tore off the flesh using tweezers and cAYanged 
the eyeballs and made it further disintegrated and repainted it. 

Then the filmn^ers wanted another apparition - when she descends 
the stairs in her bridal gown and turns into a skull-like thing 
at the and. I had to virtually do this over the weekend. I had 
no plastic skull in the house, but I had a human skull. And 1 
added a neck, built it ic with plastic, and created that head 

- wiring and rigging it, making it into a hand puppet. I'll tell 

you, cutting up bone is hard. 

Another dlsappointaent was THE HUNGER. At the end of the film 
Catherine Deneuve Is supposed to fall off the staircase and begin 
disintegrating. I made a couple of dunsies to show ittat happens. 
And I MS looking for a different type of mechanical device to 
show a transition. We've done bladders to death. After ALTERED 
STATES everyone MS doing bladders. So I made a dumy head of 
an elderly lady. 1 used Catherine Deneuve's eye-lids to give 
the head a certain resemblance to her. The dunny had her long 
hair. I built a flexible under-structure to it so with cables 
Che dumy could trove, I could say "pull the cheek bones inward" 
or "pull the temple inward." By using bladders 1 could make part 
of the face crumple In or make an area stick out. And by rotating 
the sequence of these in and out moves make the face flux like 
rippling Mter. It ms quite a remarksble effect. When photographed 
the head looked daim real but when it started to move like this 
you thought this is impossible. It ms a modest effect In truth, 
but at that time I thou^t It was very sensational and 1 was pleased 
with It. He made a 1£mn test film, showed it to the director 

and all that. Finally, we got to do the scare and tha diractor 

became very taken with the Idea of over-cranking tie film, in 
other words, using slow-motion. The trouble ms that when ^ing 
these rippling effects in slow.uiiotion they became invisible. 
You couldn't see them. He tried to overcone this by speeding 

up the mechanical process - we nearly tore the head up - but It 

still dlvr't work. 1 tried to beg the director to film the sequence 
my My at normal speed and he did. But what he was doing ms 

K t having the head flop back and forth and the hair was flopping 
k and forth like a shampoo conwerclal. 1 was, needless to 
say, very disappointed In not having this sequence used. 

1 MS very nappy with Che old age meke^) on David Bowie. You 
win some; you lose some. Ar<d I'm not unhamy about that film 



Top: Itax von Sydow as the aged Father Itorrln from TIC EXORCIST 

(1973); Bottoi: »tax von Sydow, four years later, from the pre«iel 
EXERCIST II: TIE IBETIC. Dick Saith's aalw 4 > really aged Sydow. 
because on the whole the makeup Job turned out Mil. 

1 had similar disappointments on ALTERED STATES. It involved 
making three complete body suits for Bill liirt. Remember, a few 
years ago these were the first foam latex body suits made since 
CREATURE FRCM TVE BLACK LACCXIN as far as I recall. And M Mre 
re-lnventlng the process all over again. It was a tremendous 
tecfnical problem making the suit in the first place. Secondly, 
It MS a helluva Job designing then because they were created 
to represent a metaphysical event - not a physical event. You 
couldn't describe Bill itirt's change In words such as "flesh mel- 
ting." t never wanted to physically show this chwYge. I thought 
It should be done optically. But Arthur Penn, the original 
director, wanted to do everything for real. And so I started 
out trying to figure out how to make a rubber suit. The first 
suit turned out better then I thougfit. He made a test in my garage 
of this suit end we experimented with thin plastic mylar. It 
acts as a mirror, but when you touch it, it Immediately distorts. 
This gave the Impression that the suit, worn by Hurt, ms distorting. 
He presented our results to Penn as a means of making a rubber 
suit look real. When Ken Russell came onto Uve project, he also 
approved of our Ideas. However, he wanted to use the suit In a 
different scene after rewriting the script. He Mre to have a 
sequence using three suits - each suit becoming progressively 
worse. We went ahead and made them. After three months of work 
M come to Hollywood with these suits - but Ken Russell changed 
his mind! He now feels the suits should look like energy and 
glow from inside. He ms all for throwing the suits out altogether 
and he had the special effects nan work day and night trying to 
make some mechanical dunnies which Mre translucent and would 
have light bulbs Inside. He ended up using one in a sequence, 
but he threw the rest aaay - because they couian't act! So eventual- 
ly he rewrote the script and came back having decided to use the 
nunber one suit. They weren't used in the way they Mre supposed 
to be used - but 1 have no arguaent with the final film. I will 
point out there's an irony here. When the film ms made and com- 
pleted they had no Idea that they would surperlmpose all that 
sparkly effect over the suit. That was dreamed up In the months 
and months of editing ittlch followed. The optical effects guy 
dreamed this up and used a computer to create the effect that 
Ken wanted in the first place. If this had been thou^t out and 
tested in the first place, the scenes would not have to have been 
rewritten and we would have fiirad them as they were. Then we 
could have added that radiant effect aftenerds. '^is would have 
saved us three months of work and probably would have resulted 
in an even better film. But this Is the way films ate made. 
You cannot figure out all these things in advance. The lost of 
50 per cent of the work I've done on that film ms a bitter dis». 
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Catherine Deneuve portrays a veaplre aho has kept 
David Boaie youthful until noe - froa THE HUNGER, 
pointaent, Put after a irfille you forget about the hurt - you look 
T danri good film and !•» glad that I 


at the film xrl say it's 


a It. 

BC: Knoalng your feelings about the "slice and dice" filais, but 

8l» i^Werstandlng the iaportance of makei© in these splatter 
films, non do you feel about the manner In uhlch nakei© is used 
the^^s?'* opposed to the eKploItation films of 

DS; I an opposed to blood and gore films - gratuitous • ahose 
only purpose is to shock people. 1 don't think that's horror 
in the sense that the film framznstein 1$ horror. I like a good 
monster, a story that has some sort of a macabre twist or a fright 
to it - sone substance to it. . .like THE EXCRCI5T. FlLns like 
TAXI DRIVER, where blood-letting is geitnane to the story, is never- 
theless done with discretion. I know that Scorsese reduced the 
extraneous blood and gore and actually had the blood printed in 
1 more muted fashion. He treated his subject ratter as a responsible 
director should. That's a far cry from the typical exploitation 
film rfwre you chop off an arm with a chain saw. Personally, 
I find these types of things distasteful - speaking as a huBW 
being. 

On the other h«v], 1 do not condemn makeup artists who do this 
type of work because it's not their responsibility. Who drears 
these things up7 It's the writers, the producers, and the directors 
idK) think of this and ask the makeup artist to execute it. Makeup 
artists have to earn their bread and butter and can't be too picky. 
BG: Wiat new avenues of special makeup effects do you see movies 
pursuing in the next several years? 

DS: I think computers are the next big step in a couple of rays, 
first of all many of the puppets that are made today are cable 
Iterated or driven by combination of medwlsms. But tt«y must 
be controlled by menbers of the crew. It Is possible to have 
one creature operated by a dozen or more technicians. One pulling 
1 certain lever, another operating a certain servo, and another 
flipping a certain switch. Others have to coordinate all this, 
it's a damn difficult Job. The answer, obviously, is to go to 
a computer. I think when the projects are big enough, and the 
budget is big enough, that this will happen, We will have something 
akin to «riat Disney has done for a number of years - anlmatronlcs. 
Every motion of one servo controlling one Up movement will be 
[Wt on a computer. Action and timing will also be put on a conputer. 
Then this motion can be coordinated and played back producing 
the sane desired actions every time. 

You may also remember the film THE LAST STARFIGHTEH used conputers 
in a different way. They created the entire pictorial image on 
a computer. They say that in ten years they may have enough detail 
and finesse in the process so that they can create images of huran 
beings. They can certainly create in the near future images of 
un-human beings. Say a reptilian, scaly type of creature. They 
cen do it at far less expense and have complete control over their 
creations. In the future the Job currently performed by the makeup 
artist will then be performed by conputei animators. 

6G: Won't that depersonalize all the work done in the area of 
special makeup effects? 

Nol Nol Not It's still being done by human beings. Let 
me explain. Right now on many projects there are illustrators. 
They are not mkeip artists or mechanics. They have a flair for 
drawing macabre images of creatures. So scnebody can cone in 
and say, design me a creature (such as the marvelous creature 
in RETIBN cr THE OEOI that was down in the pit) in such and such 
a way. That JEOI creature was not desigried by makeip artists 
but was designed by some of Lucas' animators, I believe. Obviously 
there ere sculptors and animators who can also create horrible 
images. They can create them three-dlmensicraliy end there are 
artists who can draw them beautifully. There are cowputer artists 
who can draw a wonderful detailed spaceship. Maybe fe can also 
draw a robot) If he can draw a robot, maybe he can draw a crab-like 
creature with a hard, bony surface. As he gets more skilled he 
can get more detail and create a lizard creature. And then slowly, 
with more finesse, ne can desl^i a creature with flesh. Eventually, 
he'll be able to draw the softness and subtlety of rxjian flesh. 
As those techniques occur. It will tend to sidetrack certain crea- 
tions that makeup artists are now doing. Because we are the ones 
nom so skillful in creating tfpse creations. There are certain 



special effects artists such as Carlo Rambaldl, and a few others 
Ilka him, that do that type of work, it will be a helluva lot 
cheaper if that work could be one on a computer. 

I regret to see that happen. The animators who did all the 
ships for the STAR MARS series, that sort of thing, will go first. 
Those guys will be uneaployed pretty soon. Think of Tf€ LAST 
STARFIGHTER again. You woulit''t dream that those ships weren't 
three-dimensional models up there doing the saw things they did 
in STAR MARSI 

But on the other hand, you see, I think that there will always 
be areas in iFiich the multiple gifts of talented makeui artists 
will be needed for some other aspect. We cannot begin to foresee 
the types of scripts that will come up in the future. Five years 
ago would anyone be able to envision the types of scripts we have 
done in the last year or do? 1 don't think we should worry. 

BG; Do you have any dream project? 

DS: No, not really. I've done Just about every kind of makeup 

that has ever intrigued me. As a matter of fact, I'm not interested 
in breaking new ground anymore. I've hed enough of those challenges. 
Frankly, after awhile, you're not that willing to kill yourself 
anymore. 

r my first Hollywood opportunity was on IT'S A WD, 
*D WCRLD. At the last minute Stanley Kramer decided 
• ipccucu uj get close-ups of stunt men made up as the stars on 
that falling fire-escape. Bud Westmore reconnended they give the 
Job to me [the Hollywood makeup veterans were either toe busy 
or too smart to fall for this project]. I wss so eager to do 
it I offered to work for scale. I was given three weeks to do 
the (Kirk. I was faced with doing something that would ordinarily 
take three months in three weeks' time! I worked literally night 
and day for three weeks. I slept • I kid you not - one hour per 
nl^t. Occasionally, during the day, I dozed on the desk. I 

did this for three weeks, completed the assigment, and it ewe 
out okay. 1 wouldn't dream of doing anything like that today. 
Obviously, I've done thet type of nonsense, thet craziness. 

if I could get one AMADEUS to do e year, that would be heaven. 
That Job was the first assigment in many years that I did ^1 
by myself. I spent about six weeks or so e^ing the molds and 
running the foam latex. 1 applied the mekei© by myself, it was 
wonderful. It wss peaceful) It wes Just a Joy. <Wxl then, could 
you imagine being nominated for en Academy Award for doing 
makeup in a film! 1 mean, this hasn't been done before. 1 dl(^T 
think the makeup or toe film would be anything particularly remarka- 
ble. njring the filming - then - it was much more apparent that 
this was going to be e classy film. 

BG: In conclusion, can you relate one fumy story related to 

your career 

DS: Remember MOUSE CF DARK SHADOWS? Oan Curtis was the producer/ 
director of this. He's a great guy. He said, "I want some vwpire 
bites on the neck that look like real bites • 1 don't want too 
little holes. I wanna see teeth in there!)" 

So, I went hone and I tried to sculpt in modeling clay a dam 
appliance to put on toe neck to give Curtis the effect he wanted. 
They looked lousy! 1 even bit into the clay with my own teeth. 
It diai't look real; it wasn't working. For now, I gave up. 

I went up to siBper. My wife was cooking veal cutlets Just dipping 
toe veal into the flour. And I’m watching this absent-mindedly. 

I say - don't cook one of then. Keep it! I want it! I After 
supper I took one of toe veal cutlets Oewrstairs, bit into it, 
and it made wonderful tooth marks. I very carefully made a negative 
of the tooth bites and made a wax positive. All I had to do was 
deepen the holes where toe canine teeth bites were and we had 
wonderful bites. When I applied the makeup I colored them black 
and blue. They were the worse goddamn hickey you ever saw! 

does the assistant become the master? Here OIck 
production he would love to 
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Young Money TNopson sits in the last ro« of her English class 
In high school, trying to forget about the savage njrder of her 
friend Tina last night. Being terrorized by the sane horrid night- 
mere as her dead friend experienced featuring the sane fiend mlth 
knlves-BS-flngers, she Is gently lulled to sleeo es her teacher 
Introduces Shakespeare's Julius Caesar • "What Is seen isn't almays 
■hat Is real...Sanething in hunan nature aas rottenl* As a student 
reads from the text, Tina appears - mearing her bloodied body 
bag - and beckons Nancy out of class crying for help. Nancy Is 
confronted by a demonic hell aonltor mho sports the very sane 
steel claws as the fiend In her dreams. She Is lured down into 
the boiler room where she confronts the horribly burned fiend 
of her dreams who backs the young victim against the wall. Raising 
her arms for protection, she severely bums her am against a 
hot pipe. Immediately, she finds herself back In class screaatlng, 
awakened from her recurring nightmare. However, her arm still 
shows the ugly bum sore she received In her dream. But she's 
awake - or Is she? 

This terrifying sequevee from A NiaiTMARE CN ELK STREET brought 
the name of writer -director Hes Craven to the forefront of media 
attention this past year idwn this gripping, Imeglnatlve horror 
film became one of the most successful Independent productions 
of the year. 

The artistic as well as financial success of A niGHTHKRE as 
well as the recent release of Craven's first horror film on videotape 
- LAST HOUSE CN THE LEFT - prompted Uils writer to go back and 
examine the major genre films which Craven has directed. Putting 
the theatrical films he directed such as OCAOLY BLESSING, SHAir 
THING, and the recent tel-movle CHILLER on the back shelf, 1 United 
■y analysis to the three major films that Craven wrote e^ directed 
which Illustrate the conon themes, points-of-vlea, and Imagery 
which run throughout all hls work. These films - LAST HOUSE ON 
THE LEFT (1972), THE HILLS HAVE EYES (1977), and A NlGHnMRE ON 
ELM STREET (1984) - uTlforeiy express what I view as the primary 
Craven concern: the horror of family violence. 

"The events you are about to witness are true. Names and loca- 
tions have been changed to protect those individuels still living." 
This visual marker begins Wes Craven's first exploitation honor 
film, 1972's LAST HOUSE ON THE LEFT. Even thou^ this film clearly 
establishes the primary themes to be found throughout Craven's 
work, this initial claim of realism 1$ only the first exaaple 
of irony which permeates the film. 

LAST HOUSE is 8 film of Juxtaposition and contrast: a film 
vividly coapatlng the ideallc family of love as exampllfled by 
Doctor and Mrs. Colllngwood and their 17 year-old dau^ter Mari 
to the perverted family reletionship existing between a gang of 
psychotlcs nave Just escaped from prison. 

Marl, who together with her friend Phyllis, a girl from the 
wrong side of the tracks {"She takes care of the horses down at 
the Johnson place - but that's not eU I hear she takes care of"], 
Is traveling to a "bad past of ta«r>" to score marijuana and attend 
a Blood Lust concert. i«ri, obviously a virgin and a flower-child 


(her parents Just gave her a "peace-sign" ne^lace), shyly brags 
to her friend Phyllis that her breasts have recently filled out 
and tnat for the first time she feels like a woman. 

Ttw gang of psychopaths - according to a radio broadcast - 
are serving time for murder, dope-pushing, and rape. Their female 
acccnpllce, Sadie, kicked a German shepherd to death during the 
daring escape. The brains of the gwig, the cigar-sucking Crew, 
keeps hls Illegitimate son Junior addicted to heroin to control 
him. Crew's right-hand man, Weasel, has been convicted of child 
molestation, voyeurism, and assault with a deadly weapon. These 
sadists represent every perversion of the American family unit 
- accentuated to the nigest exploitative, stereotypical degree. 
If they were not so sleazy and sick, these characters might be 
fOLTd In a typical comic book. 

Sadie Is the sexual plaything of both weasel and Crew even 
though each man claims her as hls exclusive property. Craven, 
smartly opting for humor, casts Sadie's character In a comical 
mold. "I M my own freakin' womsnl’ Sadie explodes. ‘What, have 
you been reading those Women's Lib magazines?" Crew Inquires. 
Finally Sadie declares, "I'm not putting out until we get some 
more women here - equal oppor^Utyl" Ironically, even though 
the media-desctlbed "animal woman" sexually satisfies her two 
male companions, her sexual lust is focused toward other women 
(reinforcing the early TO's misnomer that all women's libbers 
are lesbians). Thus, we have the primary motivation why the gang 
kidnaps both Marl and Phyllis who approach Junior on the street 
to buy an ounce of Coluiblen. Crew and Weasel both want their 
own weman, a real woman who appreciates a real nan. And Sadie 
desires an object for her sexxjal satisfaction. 

After both girls have been terrorized, beaten, and abused by 
the gang, Uiey are loaded Into the trunk of e car and driven out 
Into the country. After the car breaks down alongside the roadside 
rural mailbox of Marl's own home; Junior, examining the engine 
playfully pulling out the car's dlp-stlck, enthusiastically shouts, 
*1 think I've foird the problem. 1 pulled this out and it's all 
covered in olll* This humor suddenly explodes Into voyeuristic 
violence as both girls are dragged into the woods, degraded, forced 
to publicly urinate, beaten, taped, and finally murdered, ftiyllls 
Is stebbed in the small of iwr back and Is forced to crawl painfully 
to the nearest tree where she waits to die (after spitting Into 
Weasel's face, he painfully hoists her up to her feet repeatedly 
stabbing her) while her coepanion, Marl, the virgin, Is forcefully 
raped by Crew, and after vomiting and saying her prayers, Marl 
Instinctively walks chest-deep Into the nearby river whereby Crew 
shoots her to death. 

But as stated before, LAST HOUSE is a novle of peculiar Juxtapo- 
sition. Craven plays the entire automoblle-drlvlng-out-to-the woods 
sequence entirely for laughs. While a hilariously mediocre folk-rock 
ballad sings about oui sick cast of charactais over the scxjndtrack 
(incidentally, the entire score was coaposed by chief villain 
David Hess who portrayed Crew), psychotic Crew Is humping Sadie 
who sits on his lap as he carries on a conversation, cigar in 
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nouth, with Weasel. “Stop Internipting my rhythml" Crew denanfls. 
As the two men discuss their choices for se< crime of the century, 
Sadie herself Interjects, "it's all because of Slasund 'Fruid' 
- telephone poles are really a giant 'fa-fwil-lus' (phallus). 
I can't look at the Grand Canyon without Crossing my legsl" aefit- 
tlngly. It Is the female sexual Imagery which arouses her. 

In fact. It Is always these psyctwpaths' misspent sexual energy 
which incites them to violence. When Phyllis, after first being 
abducted, has her blouse buttons undone by Crew thus exposing 
her nipples. It Is Sadie who from behind wraps both of her hands 
around Phyllis's small breasts • "I saw her first," she declares, 
reeling threatened by this emasculating female. Crew's playful 
terrorizing turns to violence as he now punches Phyllis In the 
stomach arid then violently i^ws her • more as a systwllc gesture 
of his threatened manhood than as an expression of lust or desire. 

These strong sequences of violence and torture are cross-cut 
with sequences of Doctor and Mrs. Colllngwood at their home decora- 
ting a cake for their missing daughter Marl's birthday or sharing 
a quiet drink. In other words, though not In a subtle fashion. 
Craven Is contrasting the perfect family relationship to the most 
perverted of all family relationships. 

Since 1972 was period In which filmmakers exploited the 
hlpple/flower child sentiment, In this same vein the police here 
are treated as buffoons and objects of stupidity. When not cross- 
cutting to the Colllngwood household, we cross-cut to our local 
caricatured Sheriff and Deputy who almost stop to Investigate 
the murderers' abandoned car, but quickly decide that they have 
more Important work to do. Later, when investigating the dlseppear- 
ance of Mari, the police car stutters and dies - the Deputy forgot 
to fill the patrol car with gasi After they flag down a pick-up 
c hauling cages of chickens that Is being driven by an elderly 

— in, the woman slyly explains that the lawmen will have 
) the roof - there's no room inside or in back. As soon 
x:k kicks Into gear, the Sheriff and his Deputy fly off. 
the law on my side," the Sheriff asserts. "1 got the 
ind the truck on mine!" she counters with a toothless 

> ironically as Marl recognizing her family's mailbox 
' torturers drag her into the woods to slaughter her, 
these same stereotypes of evil, after cleaning themselves up, 
putting on dressy clothes (suits and ties), stumble upon the Colling- 
wood residence disguised as businessmen. Since Marl took the 
car, and since It Is evening, the Doctor Invites these fine people 
to spend the night as guests In the spare bedroom. It is not 
long before one of the nen sees a photo of Mari and realizes exactly 
where he ist 

In exploitation cinema, all the pieces rapidly fall into place. 
When Mrs. Collln^iood assists Junior, whose vomiting has aliened 
her from bed, she irmedlately recognizes that he is now wearing 
Marl's "peace-sign" necklace (a futile gesture from Mari who had 
In the most obnoxious "hippie" gesture renamed Junior as Willow 
because "he shakes when the wind blows,” and she wanted to win 
him over to help her escape). Quietly sneaking away into the 
woods, the Doctor and his wife find the murdered body of their 
daughter and immediately plan revenge. 

In another explosive sequence of juxtaposltioning, Mrs. Colllng- 
wood, claiming that Weasel "looks like a man with a huge appetite," 
takes him outside while the others sleep. "I've dreamt of a 
man who can take me easily - with his hands tied behind his back," 
the calculating wife confesses as her fantasy. Weasel, taking 
off his tie, smiles and orders her to tie him up • "I can make 
love to a looker like you with both hands tied - I'm that good." 
After she goes down on him, we have a close up of her violent 
face and gnashing teeth literally castrating the bound victim. 

Cross-cutting to her husband inside who has been boobv-trapping 
the house and loading his shot-goi In the basement, the husband 
Is confronted by Crew who flaunts the fact that physically hls 
daughter Marl was tough - but that the doctor's "a patsy." Trying 
to duke It out, the middle-aged doctor Is no match for the physically 
superior Crew. Momentarily interrupted by hls son Junior who 
draws a gun on hls sick father, it only takes Crew a few seconds 
to induce Ajnior to stick the barrel of the gun Into his mouth 
and blow hls brains out. But this has given the doctor just enough 
With the "peace" sign in the background, psychotlcs 
“ . , ^ menacing 
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After saying her prayers and walking into the water, 
innocent 17 year-old Marl Is shot to death - frow 
Craven's first film - LAST HOUSE OH THE LEFT, 
time to slip Into the basement, rev up hls chain saw, and cut 
Crew, after a brief struggle, to ribbons. 

Meanwhile, Mrs. Colllngwood, who has been struggling with Sadie, 
forces the lesbian to flee running and falling Into the swimming 
pool. Just as the vengeful wife stabs Sadie In the mouth killing 
her, we cross-cut again to the itoctor thrusting into the soft 
tissue of Crew with hls chain saw blade Just as the Sheriff, blood 
splattering all over hls nose, arrives on the scene, ending the 
movie on a freeze- frame. 

Wes Craven's directorial debut, besides the fact that it was 
heralded as one of the sickest and most violent horror/exploitatlon 
films ever made, was hopelessly awkward and amateurish in execution. 
The viewer becomes emotionally involved with the ritualistic torture 
and slaughter of the Innocent teenagers, but Craven's awkward 
direction of actors, his crude, unsubtle method of Juxtaposing 
diverse sequences, and hls obvious glee in portraying these ghastly 
murders In such vicarious, manipulative terms with the audience 
did not support any theory that here Is a director to watch. 

Craven did appear to be a director who was skilled in maintaining 
suspense, he did have a warped sense of huior and irony which 
at times were cleverly incorporated Into the script, and the sequence 
whereby Craven's point-of-view changes from Marl being shot In 
the water to her little dog reacting to these same siwts at home 
only hinted briefly at true talent lurking below the surface. 

LAST HCUSE ON THE LEFT has earned its position as a sleazy, 
exploitation horror cult classic, but one that was handled with 
little subtlety of technique or originality. But the world had 
not heard the last of editor/writer/director Mes Craven. 

Wes Craven next returned in 1977 with hls vastly Improved techni- 
cal style releasing THE HILLS HAVE EVES - hls strongest statement 
yet on the horror of family violefwe. In LAST HOSE we juxtapose 
a family of psychopaths with a typical ippet -middle class family. 
Here, on a much more sophisticated level, Craven Juxtaposes another 
typical middle class nuclear family (grandparents Big Bob and 
Ethel Carter, together with a son, daughters, son-in-law, grand- 
daughter Katy, and family dogs - German shepherds Beauty and Beast) 
with a family of animalistic savages who live in the southwestern 
desert hills (Papa Jupiter and Momma with children Mercury, Mars, 
Pluto, and Ruby). Never has the family unit and family relationships 
been so essential to an exploitation horror film. 

The movie begins moodily in the deserted southwest desert - 
dilapidated, long-abandoned shacks and buildings rot In the sun 
as the whistling wind and sand cut through the area's only sign 
of life, Fred's service station. The Carter family, trailer In 
tow, are headed out vacationing to California. But they are travel- 
ing off the beckon path (much against the wishes of the weathered 
old man, Fred) to find a silver mine that Slg Bob and wife Ethel 
have Just Irfarlted on this their 25th Wedding Anniversary (their 
silver anniversary, no less!). 

Later In the film, after Big Bob jams hls car Into a tree, 
stranding the family In the middle of the desert, and after he 
walks many miles In the dark to return to Fred's service station, 
only then does Fred reveal the nature of t!« beest: 

"Back In '29 this place was string new. One kid - another 
on the way. But this second kid • something went wrong. It was 
so big he came out sideways and almost tore poor Martha apart. 

He wel^ied 20 pounds and was hairy as a mjnkey. When he was 10 

years old he was as big as I was. Accidents were occurring all 
the time - dogs falling in the well with their heads cut off. 
In 1939, when I was getting sivpUes, the whole damned house burned 

to the ground. 1^ little baby girl was burned to a cinder - but 

the monster-kid wasn't even burned. I spilt hls face with a tire 
Iron. 1 took him to the desert and left him there. . .Long enough 
tine ago for him to steal a whore nobody would miss. Long enough 
for him to raise a litter of wild kids. Long enouc^ for a devil 
kid to grow up to be a devil man." 

Ittnedlately after this revelation, this same devil ran • known 
by his tribal family as Poppa Jipiter - busts through the window 
dragging Fred outside where Jupiter continually beats him over 
the head with a piece of metal, leaving hls deu carcass hanging 
on a ^led door hook. Latar, when Poppa returns to the tribe, slapping 
daughter Ruby wno earlier wanted to escape her family by leaving 
town with Fred, he all-knowlngly notes, "Heard you tried to run 
away, talkin' to Grandpa Fred! I fixed Grandpa Fred real goodll” 
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Popp* Jupiter - hi* head split open elth a tire iron 

- is patrlerch or his clan - Thc hill have eves. 

Big Bob Carter, recently retired froM the police force because 
of a t>sd heart, hurries through the darkened desert, often times 
momentarily testing putting his hand to his chest in pain. He 
hears Jupiter's taunting voice as one patriarch of one family 
confronts the other - "Osfl-dee, Mom-mee - help mel" The exhausted 
Big Bob drops amid cries of hysterical laughter and lies vulnerable 
in a semi-conscious state. Proud Poppa Jupiter appears, CB-ing 
to the rest of the family • "He're ttout reai^.'' Then using mooden 
stakes as nails, he haaners Big Bob's outstretched hands to the 
desert soil. He alii soon Inundate Carter's body in gasoline 
• gasoline drained from the family car - and set it ablaze. 

iiteanahlle, Carter's youngest son Bobby is outside the trailer 
investigsting his dog Beast's groaiing, Soing to the car ahere 
sister Lynne and her husband Doug ere sleeping, the younger more 
nervous Bobby breaks doan confessing he saa the other German shepherd 

- Beauty - gutted up in the hills. Unknoan to any of these men, 
Jupiter's eerie balO.J«aded son Pluto (portreyeo alth gusto by 
Mice«el Berryman) is roving Inside the trailer leering over the 
sleeping females. He quickly gathers knives, tools, and food 
from the kitchen. 

Suddenly an explosion shoots tp in the desert, folloaed by 
the feeble cries of Big Bob Carter screaming, "Put it out, put 
it outi" Doug yells in to Brenda to match over his infant daughter 
Katy before he investigates the fire alth Bobby. Unbeknoanst, 
Pluto has his hand over Brenda's mouth physically subduing her. 
Jumping from the roof of the trailer, Pluto's hu^ brother Mars 
sneaks inside the trailer gulping doan milk, eating raa ground 
beef, and sucking the blood from the family parakeet as the blood 
trickles dovr his mouth. Pluto, aho is atteaptlng to rape Brenda, 
Is pushed aside Dy stronger, older brother Hats aho yells, "You 
aait until you get to be a meni" Pluto throas a teeper tantrua 
as Mars molests Brenda in bed. Hoaever, the primery object of 
Mars’ pillaging is the Infant baby Katy, oblivious to these goings- 

The family, realizing that Big Bob Carter is near death, attaipts 
to make him comfortable. Back at the trailer, Lyme enters to 
see baby Katy in the arms of savage Mars. Lynne instinctively 
kicks him in the groin, sloaiy dropping him to a stooping position. 
Brenda, hysterical, crawls in from the bedroom, pu^^ a knife 
■Ithin teach of Lynne, who attenpts to stab Mars in the chest. 
But first Ethel Carter is shat point-blank after she attacks Mars 
alth her broom. Mars also shoots the knlef-wleiding Lyme who 
falls backwards, but she ousters enough strength to stab Mars 
in Che upper leg area - near his groin - drawing a great deal 
of blood. He instantly shoots Lyme for the second time, this 
time killing her. Receiving instructions, Pluto leaves with baby 
Katy. Mars drags the terrorized Brenda outside, sticks his gun 
barrel down her throat, sees the men returning, end flings her 
down gleefully stating - "I'll coe back for you later, glriy!" 
He runs off into the darkness. 

Poppa Jupiter's family is ecstatic over the arrival of the 
"tenderloin" baby. Pluto, radioing to Mercury about the special 
treat in store, states, "If you're a good dog you'll get some!" 
Poppa Jupiter himself declares, "It's about time we got some powerful 
food aroird here. . .we caught us a young Thanksgiving turkeyl" 


The compassionate Ruby, harboring a mere maternal instinct 
toward the baby, was earlier chastised by Momma for spitting out 
the cooked dog (Beauty) that the family Just prepared as a "special 
treat." Manna asks, "Vou don't like dog anymore?" 

The beautiful Shepherd Beast, in the best Lassie tradition, 
sneaks up isran the watch-guard Harcury, Juwping him from the rear 
knocking him off balance to his death over the side of the cliff. 

Poppa Jupiter, feeling the loss of a son, stands over the burned, 
charred body of patriarch Big Bob, delivering a bravura monologue: 

"Your di^ made sport of my boy, you pig. I'm gonna kill your 
kids for that! You come out here and you stick your life in my 
face - stick your fingers in my piel That was a bad mistake, 
t’il see the wind Diow your dried up seeds away. I'll eat the 
heart of your stinking memory. I'll eat the brains of your kids' 
kidslll" 

Poppa Jupiter's children listen to hia every word, applauding 
and whistling during appropriate moments, encouraging him with 
chants, "Vou tell 'em Poppal" Strangely, Jupiter is performing 
for his family, to help fuel their adrenaline surge for revenge, 
as much as he expresses a father's grief. Jupiter, raised apart 
from the rules and laws of civilization, is partially Justified 
in ordering the slau^ter of the Carter family. Claiming territorial 
rights over his possessed desert land, the Carters are in fact 
trespassers. And the In-bred law of nature clearly states a wild 
animal will fight to the death another animal that invades its 
territorial space. As father/leader of his clan, Jupiter understands 
too strongly the extent of a father's pride, power, and authority 
when he curses Carter's corpse by claiming he will watch the wind 
blow his dried up seeds away and eat the heart of his memory. 
The slau^ter of interloping strangers is not his sole passion 
or pleasure. To maintain his position of authority, to protect 
his family, he has a duty to order their destruction. And now 
that son Mercury has been killed, the most fitting revenge for 
Jupiter to carry out is not the destruction of patriarch Big Bob 
Carter but the obliteration of his long-growing family roots, 
the destruction of his reproductive seeds, the slaughter of his 
children. In Jupiter's universe family obliteration is the ultlnete 

Jupiter's tyrannical, iron-vice grip on his family, mainteinlng 
its solidarity, is threatened by Ruby's earlier attempt to run 
away with Cran^ Fred end her attitude of protecting the "tender- 
loin" baby. Even her rejection of eating dog meat is a major 
crack in the wall of authority. 

Likewise, the Carter family, seemingly closely interwoven, 
has its Internal riffs. After being lost in the desert, wrecking 
his cer, Big Bob vents his frustrations which are nastily directed 
toward his wife: *25 years I'n a cop in the worst goddam precinct 
in Cleveland. . .but none of these bastards came as close to killing 
me as my old goddam wife and her goddam roadmaps, her wrong 
turns, and her goddam screamingl" Ethel, at that tine holding 
Katy, curtly demands (glancing down at the infant), "Hatch your 
mouthi* Even though the fmslly unit is never perfect, flnilly, 
it is all we navel 

T>E HILLS HAVE EYES' desert canvas ends alth broad strokes 
reeffiming nan's primal need to sacrifice ell for the welfare 
of family. Doug, his wife Just savagely murdered, armed only 
with his dog and a knife, enters the ungodly rocky desert hills 
to rescue his baby. But it is only through the heroic efforts 
of coapassionate Ruby (she delivers a pig wrapped in blankets 
to Mars aho has been ordered by Jupiter to kill the child) aho 
forsaking her own safety runs to the hills with Katy delivering 
the child to her father. But Mars pursues her closely behind, 
and Doug end Mars soon struggle in a physical battle to the death. 
Using a stick. Ruby tosses a deadly rattlesnake on Mars' neck 
to even the odds, end after Mars stumbles backwards, succumbing 
to the snake’s poison, Doug - with savage determination in his 
eyes • stabs the prone Mars to death with lunging, powerful downward 
thrusts. For a brief moment, casting off the shackles of socialized 
man, Doug himself becomes the primeval beast avenging the cold-blood- 
ed slaughter of his family. The film ends on a closaup of toe 
grim, e:Jausted face of Doug. 

The meteinal daughter of Poppa Jupiter, Ruby, prepares 
to throw the snake on Mars • THE HILLS HAVE EYES. 
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lA conclusion, Craven appears to be saying only a fine line 
separates civilized men from savagery • for ae are mtlvated by 
the sane passions, desires, and Instincts, These comaon denonlnators 
truly nake both of these seemingly diverse families one , having 
much more in cannon than the audience eould have originally' thaughti 

Hes Craven's latest 19aa release, his trimphant A NICHTWRE 
CM ELM STREET, Is his finest film to date, mesmerizing the audience 
by plunking us doan into the recurring nightmares that each of 
the young characters in the film experience. Often, ee ace not 
anace if me ace dreaming or are aaake, and this primal fear of 
nightmares alloes Craven to manufacture one of the most frightening 
exercises In horror ever mounted for the screen. 

The nightmare personified • Fred Krueger - Is the quintessential 
boogeyman, wearing a dirty green and red sweater, a beat-up old 
black hat, and sporting metal gloves whltfi house switchblades- 
as-fingernalls which he uses to slash his victims to death - In 
tnelr dreams, as they sleep. Because he is the stuff dreams are 
made of, even though he is crippled and can run only slowly (homage 
to Vincent Price In HOUSE CF WAX?), he does have tt« ability of 
Suddenly materializing from out of nowhere. Me fiendishly enjoys 
scraping his claw-knives against metal surfaces creating sparks 
In the night and horrible, grating shrieks. His arms can stretch 
put and elongate to three times their normal lan^h. He loves 
to terrify victims via self-mutllatlon by using his knives to 
cut off a ringer which spurts blood or by ripping Into his own 
chest. Since he Is a living nlghtnate, his body is mystically 
restored Imedlately afterwards. He can appear between Innicent 
legs as victims slew If the bathtub pulling them down Into the 
boundless "black lagoon* below as the tub appears above as a bright 
light, a small hole, amid the blackness covering the surface. 
Krueger can turn stairs Into marshmallows preventing scurrying 
feet from escaping. Even if stating aloud - "this Is only a dream" 
- he can still be under the bed covers when victims think they 
are awake (and safe!) slicing them to a bloody pulp dragging them 
forcefully. Invisibly, w a wall, across the celling, and flinging 
the lifeless body with a bloody splash to the Ped Oelow. He can 
materialize as a drooling, saliva-filled tongue which sprouts 
out of the telephone declaring, "I'm your new boy friend now." 
Me can, finally, appear anytime or anyplace. Again, he is the 
stuff that all nightmares are made of, and thus victims are powerless 
to fight back! 

A NIGHTMARE ON ELM STREET, being a low-budget exploitation 
horror film - Wes Craven's preferred terrain - is structured to 
appeal to the teenage audience being produced with one eye geared 
toward marketability. Even though A NIGHTl«ftAE does not explore 
the family as precipice of horror to the degree thet TfC HILLS 
HAVE EVES did, nonetheless, A NIGHTMARE ON ELM STREET even more 
suOtly Illustrates this same theme whereby horror Is generated 
via the deterioration of the nuclear family with the resultant 
breakdown of morality. The theme of revenge becomes essential 
here just as It was pivotal In T!€ HILLS HAVE EVES. 

The two lead female characters illustrate this theme of family 
deterioration. The first victim - Tina - Is murdered after Indulging 
In sex with her boy friend Rod in her imther's very own bed. 
After the murder, the police discover that Tina's father deserted 
Pluto, portrayed by Michael Berryman, awaits the attack 
of German shepherd Beast - from THE HILLS HAVE EVES. 



her mother ten years earlier, that her anther Is now in Vegas 
with a boy friend, and that she left her 15 year-old daughter 
alone for the weekend. Certainly, the primary "splatter* theme 
that teens >Wu indulge In recrMtional sex get slaughtered is 
nothing new, but Craven's Ideas go far beyond this oft-used theme. 
Rod, also guilty of the same "crime* as Tina (It does take two 
to tango!), is Innedlately tracked down and thrown Into prison. 
The police lieutenant father of the other girl, Nancy, uses his 
oxn daughter as "bait" to snare Rod: "Vou used me, Oaddyl" Nancy 
sobs disappointedly. In other words, It Is the failure of the 
family unit which contributes to the llfe-threatenlng probleoe 
these kids face. Rod, Imocent of murder but only guilty of having 
a healthy libido, is eerily murdered In his prison cell by an 
invisible presence iWilch takes ^lape in his dreams ard nurders 
him as he sleeps Oefenselessly. Slowly, his prison bed-sheet 
forms Into a knot, wraps itself around nls throat, and slowly 
hangs him - snapping his neck . frowi the Celling. The concerned 
f*ncy, only seconds away In the police station office, begs her 
father to check the cell to see if Rod is safe. But, the adults 
Intervene too late. Her father, the lieutenant, only thinks his 
daughter is vpset over the death of close friend Tina. 

This theme Is further developed by principal cJiarscter Nancy 
Thompson. Even thou^ both of her parents are still married, 
they literally live apart. Her father, the policeman. Is always 
shcwwi on the scene of a crime. In the patrol car, or at the station. 
Her mother la always shown at home, in the house, "vegglng out" 
as Nancy accuses her, orlnklng heavily from a large battle of 
gin. Wwn she needs each of her parents the most, each IndiviOually 
lets her Oown. 

Throughout the movie, after constantly being tortured by her 
recurring niofitmere, her nother can only give her the condescending 
sipport - "It's only a nightmare" to which Nancy responds, "That's 
enough!" But mother hes been withholding imperative infomation. 
Even when Nency is able to bring back the fiend's black hat from 
one of her nightmares, with the name "Fred Krueger* on the headband, 
her mother can only mutter, "Krueger can't hurt youl He's been 
dead for a long, long time!" Nancy, In a justified rage, yells, 
"You knew about his all the time end you acted like It was something 
I made up!" She exits in a rage. 

Ironically, when Nancy later returns home, the entire house 
has been equipped with security devices - Iron rods cover every 
window. But this security defend works in a strange way. It 
not only keeps prowlers outside from getting inside - but it keeps 
pecple inside prisoner, at least as far as Nancy is concerned 
(her mother has the only key which opens the bolt-locksi). Taking 
Nancy to the cellar, standing in front of an inactlva furnace, 
her mother reveals the truth: "Fred Krueger was a filthy child 
murOaret who killed at least 20 kids in the neighborhood. He 

they caught him." At this point Mrs. Thonpson produces a bundle 
Of rags carefully stored In the furnace. Opening up the package, 
she produces the metal gloves with the razor-sharp knives-as-flnger- 
nalls xFilch the fiend Krueger wears In her dreams. She continues, 
"The lawyers got fat; the Judge got famous. Sonebody forgot to 
sign the search warrant in the right place so Krueger was free. 
A bunch of us parents tracked him down, we found him in an old 
^andoned boiler room where he use to take nis kids, we took 
gasoline, poured it all over the place, lit It ip, and watched 
him bum. He's dead because Moony killed him. 1 even took nis 
knives!" Her mo^t leter tells Nancy from her drunken haze - 
"You face things - that's your nature, that's your gift. But 
sometimes you have to turn away too!” 

Just as the younger teens are being punished for acts of lonoral- 
ity and the sins of their parents, the parents in turn are being 
punished. Relatlon^lps ere breaking down as families disintegrate, 
A mother constantly gets loaded to escape the guilt of a crime 
she committed (no matter how justified the act of killing Krueger 
might have been). But how does Krueger punish the people who 
burned him alive? Not by attacking the parents in their dreams, 
but by rituallstlcally slaughtering their off-sprlng, destroying 
their seed to future generations. Just as Poppa Jupiter illustrated 
In t:c HILLS HAVE EYES, the most satisfying form of revenge is 
not the slaying of the guilty parent but the slaughter of the 
Innocent children. Nency, In the best Jamie Lee Curtis tradition, 
who at the beginning of the film occupies the parent-less downstairs 
Of Tina's house with boy friend Glen (who Is being driven crazy 
Marge Thompson (Ronee Blakley) and Lt. Thompson (John 
Saxon) - troubled parents • A NIGHTMARE ON ELM STREET. 
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Dy the orgasmic moans coming fion tne bedroom Ljpstairs), Itmediately 
cools the anorixis advances of Glen Dy solemnly telling him, "We'ce 
here for Tina no« - not ourselves!" Therefore. Craven murders 
his young victims not slmpllstlcally because they engaged In recrea^ 
tlonal sex, but mote complexly - as an act of revenge because 
of their parents’ ttilUng of fted Krueger. 

And as stated earlier, Nancy's father, Lt. Thcnpson, also lets 
his daughter dour at a crucial moment. She phones her father, 
"Listen Daddy, I got a proposition for you. I'm gonna get the 
guy mho did this. I want you to be there when I bring him out, 
oKay? rred Krueger did it, and only 1 can get him. It's my night- 
mare he canes to. Break the door down in exactly 20 minutes - 
that's half past midnight!" Of course, on the phone, he condescend- 
ingly agrees. Out afterwards he tells a d^ty, "She's too far 
gone to handle this," but he does order the dei^ty to watch over 
the house for any weird occurrences. Of course, Nancy sets the 
alarm and goes to sleep returning to the boiler room to confront 
Krueger. When the alarm awakens her at exactly 12:30 a.m. as she 
purposely grabs the fiend at precisely the moment she awakens 
to Orlng him out to the world of reality, her father is nowhere 
to be found. Her mother, sleeping off her latest drunk, has the 
two of them locked in the house with the maniac. When Lt. Thonpson 
finally heeds the warning of his screaming dau^iter who has foiled 
Krueger by booCy-trapping her house - "I’m into survival!" she 
earlier declared - the policeman enters nis own bedroom to find 
Krueger straddling his wife in bed as the both of them eerily 
slr*< and vanish into the bed linen amid a blue glow. For his 
stupidity and lack of trust in his daughter, fate has punished 
Lt. Thompson by taking away his wife - right In front of his eyes. 

Foolishly being left alone In the bedroom by the police, wisely 
Nancy remembers a book her late boy friend Glen read about dream- 
skills. whereby the dreamer may turn his/her back on a nightmare, 
take all the energy back, and thus destroy the nightmare. With 
her back to her parents' bed, she awaits Krueger's reanimatlon. 
"1 know you too well Freddy. It's too late! This Is just a dream. 
You're not alive. I want my mother and friends back! I take 
back every bit of energy I gave you. You're nothing - you're 
shit!" Krueger lunges at Nancy but evaporates Into nothingness. 

Suddenly, It Is a bright raornlng. Nancy's mother, smiling, 
says, "I don't feel like drinking anymore!" All of Nancy's deceased 
friends drive ip In front of her house beckoning her to get into 
the car. Once inside, the windows suddenly roll up and all the 
doors are locked as the car, with screaming teens, rolls down 
the toad. The gloved hand of Krueger breaks through the house's 
front door, pulling the unsuspecting mother back to her apparent 
death, Just as the movie opened, the film closes upon the intriguing 
Image of three Sunday-dressed little girls jumping rope, chanting: 
•1-2, he's coming for you: 3-4, better lock your door; 5-6, grab 
your crucifix; 7-8, gorra stay up late; 9-10, never sleep again!" 
Fade to black as vdices finish this rhyme. 

On the Surface Craven's films appear to be little more than 
well crafted exploitation films - out to appease a market that 
demands gratuitous blood-letting. And most certainly LAST HOUSE 
ON T!€ LEFT, THE HILLS HAVE EYES, and A NIGHTMARE ON ELM STREET 
deliver the goods. But for those connoisseurs willing to look 
a little deeper. Craven's films are mounted with Intelligence, 
wit, and mayhem. Craven knows - on the deepest, psychological 
level - what truly frightens audiences. He fully comprehends 
the fragile balance existing between family relationships, their 
disintegration, and the resulting horror. He understands the 
meaning of revenge and realizes Just how rapidly the civilized 
^ might become the savage. His films are full of imaginative 
imagery and carefully constructed, slowly-building fright sequences 
which both mesmerize as they terrify. Comparing the crude, visceral 
bite of nls earliest scarefest (LAST HOUSE ON Tic LEFT) to his 
latest tightly constructed phantasmagoria of terror (A NIGHTMARE 
ON ELM STREET) only goes to dramatically illustrate that Graven, 
the artist, has remarkably grown within the past 15 years. 

Tfie dominant factor that separates the films of Craven from 
the rest of his peers is the dark edge and savagery which Craven 
sees as an essential trait in all human nature. His horror films 
are not adult fairy tales or jugular spoofs. Instead. Craven's 
horrors cut deeper and are undoubtedly uglier revelations concerning 
man's Innate "heart of darkness." Romero's films might be gorier. 



Tina, walking through her most frightening nightmare 
only moments before her death, is the first victim 
- from Wes Craven's A NIGHTMARE ON ELM STREET. 

Cronenberg's weirder, and DePalma's more visually stylized - but 
Craven's films are the most bleakly disturbing because at the 
heart of his films is the failure of the human animal to rise 
above the evil contained within our very souls. In Craven's world 
there are no happy endings; not even the American family's cohesive- 
ness can offer solace! 

FOR TRADE (OR MAKE ME A MONEY CFFERI): Original Motion Picture 
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April 18, 1935 was truly a monumertal day In tne history of 
the horror film. The Palace Theatre in Hollywood had been accorded 
the honor Of playing host to the world premiere of the latest 
itTlversal horror spectacular. Amidst all the ballyhoo of an over- 
worked studio publicity diriment in dire need of a hit. the 
first reel of T>€ BRIDE OF FfiANXENSTElN filled the screen to the 
full accompaniment of a thunderous blast of Franz Waxman's cyntials 
on the soundtrack. 

The fact that the film was a hit was not entirely unexpected. 
For four years Universal had pioneered the horror genre with aston- 
ishingly profitable results. THE INVISIBLE MAN, THE SLACK CAT, 
and of course, the original versions of FRANKENSTEIN and DRACULA 
did much to sustain the studio's fortunes; THE BRIDE OF FRAMCENSTEIN, 
referred to as "the pet project" of the head of production and 
son of the studio's founder, Carl Laemmle Jr., had all of the 
advantages of e top-grade Hollywood production. The first day 
grosses of the film's official opening in l.A.'s Pantagas Theatre 
yielded a whipping $2,700, which roughly equalled an average weekly 
total for the bustling movie palace. By the tine the film opened 
at New York's famous Roxy Theatre, where it promptly broke all 
attendance records, three threaters engagaed in a lawsuit to deter- 
mine which had the legal right to exhibit Che prized property. 

Yet it was in this frenzied atmowhere of a runaway hit, of 
shattered boxoffice records and laudatory reviews, that the first 
sign of collapse became visible - collapse not only for the horror 
genre but for Universal Pictures as well. THE BRIM OF FRANKENSTEIN 
was, by any stendard, a superbly crafted, state-of-the-srt horror 
movie, but was, in many ways, the swan song of the genre and the 
last great horror movie of the decade. The ominous shadow of 
bankruptcy begv^ to loon ever large on Hollywood's leading purveyor 
of screen terror, universal Pictures. 

By the spring of 1935, bankruptcy was probably the last thing 
on the mind of the star of Tl£ BRIDE OF FRANKENSTEIN. In the 
span of four years, Boris Karloff went from being an unknown and 
frequently uoenployed character actor to Hollywood's Number One 
Boogie-Men. Karloff enjoyed high visibility in the trade papers 
as he was buffeted with film offers from England as well as Holly- 
wood. Not only did he owe his home studio. Universal, a couple 
of pictures on his old contract, but there were enou^ demands 
on nls services to keep the A7 year old actor comfortably solvent. 

As Universal agonized over the script for his new vehicle, 
BLUEBEARD, Michael Balcon of Cauunt-Sritish Studios busied himself 
Crying to arrange Karloff's loan-out for a script entitled NIKOLA. 
On May 1, Karloff commuted to Columbia Studios for the first day 
of shooting T»C BLACK ROOM, a fondly remenCered Gothic melodrama 
In which he landed the plum dual role of a pair of twins who harbor 
under a medieval curse. Not to be outdone, Warner Brothers was 
eagerly eying him for the lead in their forthcoming shocker, THE 
WALKING DEAD, Which was already set for production. 

It was quite a different story for Karloff's arch-rival, Bela 
Lugosi. Unlike Karloff, being typecast as a horror specialist 
did little to increase his personal fortune. In the films they 
made together for Universal, Karloff automatically secured top 
billing, even in the recently released THE RAVEN in which Lugosi 
clearly dominated the action. Lugosi was forced to accept this 
runiliation for one slnple reason: the demands for his services 
were negligible and he was not in the position to exact the princely 


salary demands that were routinely awarded to Karloff. In short, 
the Lugosi name was not boxoffice. So, as the details of Karloff's 
lucrative film offers made their way into the pages of The Hollvwooo 
Reporter . Lugosi, as usual, scrambling for the crumbs, had to 
consols himself with two minor items which the widely-read trade 
paper saw fit to publish. One, that he had Just arrived back 
from England from shooting a forgettable "B" picture titled THE 
SECRET CF THE MARY DELESTE, and secondly, that he was made president 
of The Los Angeles Soccer Club. 

Enter Universal Studios. Producer David Diamond, who re-uniteO 
the Karloff-Lugosi team for THE RAVEN, hoped to find Lugosi a 
place In his long awaited Karloff project, BLUEBEARD. However, 
the script by Baynard Velllet which had Karloff in the decioedly 
sympathetic role as the notorious strangler had run into problems. 
Anxious to have another Karloff-Lugosi thriller in release before 
the end of the year, Impatient studio executives put the project 
on hold and decided instead to press a new horror script into 
production. By August, Universal arvxxnced that TVE INVISIBLE 
RAY would commence shooting on the studio lot for ESixjnd Grainger's 
production unit. 

The premise of the film was exciting - an all-out effort to 
break away from the Old World Folklore that had been the mainstay 
of conventional horror films. Instead of populating the film 
with vampires, werewolves, and other-worldly types, the new Karloff- 
Lugosi vehicle would give full rein to the studio's special effects 
genius, John P. Fulton, whose contribution to THE INVISIBLE man 
made it a landmark trick film. The film further explored the 
genre's most conpelllng theme - man's inability to cope with his 
own devices, and the corruption of science. As such, it owes 
a heavy debt to Frankenstein most especially, to THE INVISIBLE 
MAN. The film was not based on a tested literary source and, 
to compensate, stressed production values, modem settings, and 
the illusion of adhering to scientific fact. 

The IW/ISIBLE ray is usually cited as an example of early science 
fiction with its 0«Hendenee on special effects and a plot that 
broadly hints at space travel and, more implicitly, depicts death 
rays and ultra-modem scientific hardware. The film, however, 
insists on having It both ways and firmly roots Itself In familiar 
Gothic horror trappings complete with an imposing Carpathian fortress 
and enough shadowy, low-keyed photography to sustain a vampire. 
In fact, the script's insistence on opening the film in Transylvania 
was merely a ploy to re-kindle the audience's dreaded association 
with vampires and, of course, Bela Lugosi. 

It is here that Dr. Janos Rukh (Boris Karloff) sumons a bevy 
of understandably skeptical colleagues, long impatient with his 
outrageous and unsubstantiated theories and brusque demeanor to 
unveil his latest findings. Rukh has constructed a fabulous astro- 
nomical projector which csr isolate light waves from the great 
Nebula Orion and reproduce then on a screen to re-trace the early 
evolutionary stages of the Earth as it emerged from the cosmic 
chaos of pre-history. Rukh and his guests treat this remarkable 
achievement rather cavalierly for it is antl-clinatlc to yet another 
spectacular discovery. Rukh has uncovered evidence that eons 
ago a gigantic meteor crashed into the South African continent 
leaving behind a mysterious element more powerful than radl:jn. 
Convinced they are on the brink of a major breakthrouji, a scientific 
expedition headed by Sir Francis Stevens (Walter Kingsford) and 
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Tao fiaae bloa-ups: After Karloff coepleted his fllaing, 
optical special effects asde his face and hands gloa! 
the eminent Belgian astro-chemist, Dr. relix Benet (Bela Uigosl), 
set out for an unchartered area of Nigeria scconpanied by Rukh's 
young eife, Diana (francos Drake]. 

Rukh, insanely possessive of the discovery he clsins for himself, 
breaks away from the others and soon locates the site of the fallen 
meteor, which is still a raging radioactive inferno. Donning 
a leaden suit, Rukh descends Into the blaring pit and distills 
the element called Radius x, but in his zeal, he becomes so contamin- 
ated by the poisonous rays that his body becomes a super-charged 
receptlcal, emitting a weird phosphorescent layer of energy which 
brings instant death to whomever he touches. Rukh confides his 
monstrous condition to Benet, who quickly conpoinds an antidote 
which is itself so potent that It strips sway Rukh's last vestage 
of sanity. When Benet and Stevens return to Paris In trluepn 
with the sample of the element which Rukh entrusted with the chemist, 
Rukh's mental disintegration is cooplete. 

After harnessing the powers of Radius X to cure his mother 
who was blinded by a laboratory mishap years earlier, he turns 
his discovery into a means of disposing of his would-be enemies, 
when Diana marries Steven's nephew, Ronald Dreke (played in a 
straight-laced British school boy manner by frank Lawton), Rukh 
descends upon Paris, killing off each of the scientific team, 
Including Benet. In his last attempt to kill Diane end Drake, 
his mother Intervenes, smashing the antidote from Rukh's hand, 
stoically accusing him of breaking the first law of science. 
Unable to counteract the deadly radiation which sears his body, 
Rukh disintegrates into a flash of flame. 

THE INVISIBLE RAY not only re-united the two horror stars, 
but also brought together director Stuart Walker and writer 
Colton who successfully collaborated on WEREWOLF CF locON, released 
only a season back, Colton's new script bore a marked reseWlance 
to the earlier film. Having adapted Somerset Maugham's Miss Sadie 
ThomosCTi into the Broadway hit, Rain . Colton knew full well the 
dramatic value of injecting an undercurrent of sexual tension 
even into his horror scripts. Both T>€ WEREWOLF OF LOrcON and 
ThC INVISIBLE RAY have as 8 protagonist a scientist whose fanatical 
devotion to his calling leads to madness and murder and ultimately 
comes to a bitter end while trying to dispatch his younger, sexually 
repressed wife who was more or less forced into the arms of a 



Two frame blow-ups: Super scleneel Lugosi photographs 
the retina imprinted death vision of this poor victim, 
more compatible suitor. The only difference is the nature of 
the uiearthly contamination which his characters are afflicted 
with: lycanthropy for Henry Hull in WEREVOLF CF L(KXn and radium 

poisoning for Boris Karloff in INVISIBLE RAY. 

However, there was trouble brewing for the project even before 
the first day of shooting. Speculation grew that a sale of the 
studio was eminent, probably to Warner Brothers, and as the news 
of the studio's dire economic plight became more widespread, there 
was Increased pressure to get Up sure-fire horror hit off the 
ground. There remained an obstacle In director Stuart Walker. 

Not entirely satisfied with Colton's script. Walker asked for 
8 thiee-day delay in the start of the production to iron out the 
deficiencies. The studio brass refused outrlEft and walker walked 
off the picture In a huff. As tempers cooled, the parties Involved 
met in conference for a compromise, but none could be reached. 
Now saddled with a complete cast and crew and a fast approaching 
starting date, production heads searched the lot for an available 
director to helm the project. 

In desperation, they chose Lambert Hlllyer, a veteran director 
with a Txjndred films to his credit and a flair for action subjects, 
especially westerns. Hlllyer was already on the lot preparing 
a script called KILLERS ON PAROLE, which he would never complete. 
Now Hlllyer, a seasoned pro who was accustomed to working quickly 
under pressure and wno directed william S. Hart in no less than 
25 oaters, was about to take on a major Universal horror film 
featuring Boris Karloff and Bela Lugosi. [This would not be the 
first time that Hlllyer would ball out a troubled Hollywood sound- 
stage. Shortly after completing the INVISIBLE RAY, he would fill 
In for ailing quickie director Hilliam Nigh on a long-forgotten 
programmer called CAPTAIN COWANDING, and a few months later he 
would substitute for Edward Sutherland for his second end last 
horror feature, DRACLLA'S DAUGHTDT.] 

Universal clearly regarded THE INVISIBLE RAY as a major prodjc- 
tlon, allowing It a thirty-day plus shooting schedule, but some 
penny-pinching measures became necessary. The studio took pains 
to create a big picture look despite a modest budget, often camou- 
flaging old sets, utilizing glass shots to add spaciousness to 
the sets (such as in Karloff's observatory], and using props from 
earlier fantasy films Including some of Ken Strlckfadden's ornate 
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electrictl apparatus leftovar fro* his rrarkanstein asslgns en ts. 

The pseudD-sclentiric tone of the flln Is set loeedlstely after 
the cpenlng credits ahen a precautionary title slide earns the 
audience that the F^toplay is allegedly based on facts ’itftispered 
•bout In the cloisters of science,* a charnlngly naive stataient 
considering soae of the inplausiblllties to coae. 

In one bizarre episode, Lugosi photographs the still-opened 
eyes of one of Karloff's vlctlas in order to record his dying 
vision. The next scene reveals Lugosi exaalnlng his handlmrk, 
a photographic enlargenent of a huian eye eith Karloff's visage 
superiaposed over the pupill 

Despite these blenlshes, T>C INVISIBLE RAY renains a fine film 
and among its chief assets is John Colton's intelligent and aell-con- 
structed screenplay ahich steadfastly avoids the excessive coaedy 
Interludes id^lch marred his eork in THE WEREWLF CF LtNXM. This 
script progresses leisurely and Is remarkable In its tasteful 
lyiderststem^t; in fact, no other horror film since CRACLLA contains 
so auch off-screen mayhem. Major characters are slain off-camera; 
the audience must read of Beulah Bondi's character demise In the 
flash of a nemspaper headline. 

An examination of the shooting script shoos the pruning, padding, 
and si.Ptle alterations ifdch Hlllyer could probably claim credit 
for. Scenes are sometimes re-arranged, often dialogue mas added 
or deleted, not aimays to the advantage of the film. 

In one particularly Inventive turn of the plot, as Rukh spies 
on the marriage of Diane and Drake, he casually peers on six marble 
representations of the saints erected on a nearby chur^ roof. 
His mind envisages the religious figures as syebols of the six 
members of th« African expedition. As he then individually stalks 
his prey, he systematlcelly applies his disintegrator ray on the 
corresponding statue. In the finished film, the frustrated viemer 
must ’read* of the desecration In yet another nemspaper shot, 
but the original script visually depicts the statue melting before 
a horrified cromd of spectators; a gendarme defiantly raises his 
saord only to have it vaporize in his hand. 

A similar scene In Africa remains In the final cut as Rukh 
demonstrates the pomer of Radiua X to his horrified safari boys 
by melting an enormous boulder into a boiling puMle. Perhaps 
fearing that the destruction of the church figures mi^t be regarded 
In some circles as sacrilegious or, more likely, regarding the 
scene as an expensive redundancy, it mas relegated to another 
off-camera episode. 

Some of the unseen carnage mas more gr^ihically delineated 
In the original script, in the early Parisian scenes, Rukh fakes 


his omn death In order to elude detection by killing a derelict 
of similar physical stature end planting his omn identlflcstian 
papers on the body. Althcu^ the final release prints shoe RiAh 
luring the mw from an outdoor bistro, the scene as orlgitwlly 
intended shMs the derelict being feted In RiJ<h‘s Iwtel loon, 
only to be dispatched by the touch of the scientist's luminous 
hands. 

Other cuts proved to be (^>ite Judicious, especially a scene 
shmlng frarSc Laeton bagging a charging rhino to save Oiena's 
life. Colton specifies In his script that old animal footage 
from the studio lUiiary be used, but the use of such obvious stwk 
shots mould needlessly mapen the overall look of the film. 
Also eliminated, presuxably for reasons of pacing, mete ww or 
tw romanatlc episodes as mell as a prolonged conversation between 
Stevens and Benet discussing Reich's eccentricities before arriving 
at the Carpathian observatory. The dialogue in the original script 
ocaslonally takes on an eabarrssslr^ly dated w^ti-black tone directed 
at the extras In the African sequences. This, utfortirately, 
mas toned domn considerably in the final cut. 

Significantly changed In the course of the production was the 
elaborate special effects sequence in the first act at Rukh's 
mountalntop observatory. Rukh's guests mere to be treated to 
a spectacular 'battle of the suns* scene as part of his dCMnstra- 
tlon. As described In the screenplay, a gigantic sun emerges 
from the nebula 'seeming to revolve In the blackness of universal 
ether.* Another sun locns into view: 

*As the other ster draws near, the surface of the sun becomes 
greatly agitated. Great fiery tides are raised. . .It shoots 
forth great fingers of fiery atmosphere as though to tear the 
enemy apart and the Intruder replies in kind. . .For a moment 
it looks as though the sixi were about to be absorbed but already 
the pull of the second svr 1$ lessening. It Is passing on its 
way and our sun. . .begins to resume Its natural spherical sivpe.” 

This sequence, which would have undoubtedly taxed the resources 
of the special effects department, was ctmpletely eliminated and 
RiAch's far less elaborate *tour of the universe* was substituted. 
Though obviously composed of miniatures, this footage, bu^ed 
by Hillyer's direction and Bernard Burton's astute film editing, 
conveys a auch greater sense of awe and grandeur than any of the 
studio's vulgar and chintzy Flash Gordon extravaganzas. 

Eliminated also mas auch of Riith's crucial dialogue In his 
final confrontation with Diana. Hlllyer chose to play this scene 
for all its suspense end menece as Rukh threatens her with his 
radioactive grasp. The scene as originally written depicts R*h 
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for the first tioe reverting Mck to his noiaal self, tom betneen 
his lust for vengesrce snd the sloe re-amkenlng of his love for 
his elfe. Colton's dislogue ados some badly needed poignance 
to the character's plief^t as Rukh moves tomards a tender caress, 
■Ithout touching her, snoonlng almost breathlessly. 

The RuWt character in the screenplay is far more the loving, 
affectionate husband at the outset, his mental decline is more 
startling as the narrative progresses. When Benet cures a child 
of blindness aitn a measured dose of Radlun X, Rukh breaks dcMn 
into a fit of Ironic laughter. The finished film depicts Rukh 
as a half-mad recluse to begin aith ehose mental pooers are glumly 
questioned even by his oan mother. He is already close to raving 
in the first scene, bitterly vindictive of his rivals and, as 
played by Karloff, so isxongenial that one is at once sympathetic 
tomrd his long-suffering mlfe. The dialogue tepidly points to 
Benet's antidote as Rukh's final push to conplete mental disintegra- 
tion, but it is clear to all that Rukh's collapse mas a foregone 
conciusion. 

Karloff in the 1930's seemed to inherit Lon Chaney Sr.'s claim 
to be "The Man of A Thousand Faces" - his physical appearance 
changing tadicaliy from one film to the next • even in his relatively 
straight roles. As Rki<h, makeis] man Jack Pierce capped him with 
a mig of curly. Jet-black hair and a mustache. Karloff contributes 
a solid performance but an apprecittle detachment began to creep 
into his motk In the ensuing decade as the monotony of horror 
roles took Its toil on his integrity. 

Still reletively in his prime, Bela Lugosi's presence mas iniquely 
mesmeriring, although his role as the austere Dr. Benet mas apparent- 
ly a beefed-up supporting role (for he mas added to the cast much 
later than Karloff). Unceremoniously saddled mlth most of ti« 
clunker lines, his sinister, heavily accented delivery inserts 
some unintentional humor Into the proceedings. During an African 
dinner scene, Frank Lamton flippantly Inquires If the good doctor's 
experiments yielded any great secrets that day. Lugosi, staidly 
munching on a plate df antelope, responds, "Merely proof that 
the Sun is the mother of us all! I" 

After the wedding scene, he Is called upon to remark to the 
Beulah Bondi character, "I hope they will be happy," but Lugosi 
ifltxjes the line with so much oeaOpan foreboding that even his 
innocuous exchange elicits chuckles during most screenings. Although 
it is not one of his Juiciest assl^nents - but by no means his 
worse - It is an entertaining performance. 

A standout is the generally commendable siaiportlng cast is 
Frances Drake. A dark, stately beauty, the New York-bom, British- 
trained actress had a busy career in the mid-thirties, playing 
opposite the likes of Cary Grant and Clark Cable. A Paramount 
contract player, she was on loan much of the time, and was chosen 
as a last-minute substitute for Virginia Bruce in Karl Freund's 
classic hM} LOVE for M(X only months earlier. Carl Laetmle negoti- 
ated for her services for an uifilmed property, TtC HANGOVER MURCdS, 
but she was (along with co-star Frark Lawton) re-asslgned to TFC 
INVISIBLE RAY. 

Star treatment must also be accorded to John P. Fulton whose 
special effects became the center of the publicity department's 
advertising campeign. The Universal Weekly , the studio's newsletter 
to exhibitors which left no stone unturned to huckster the company's 
latest wares, published garish, full-page ads under the banwr 
"The Luainous Han" in such large type, one might easily mlstske 
it for the title of the film. Not impervious to distorting the 
facts, or inventing new ones, the tabloid reported that Fulton's 
process was such a closely guarded secret the set was complete- 
ly closed off, the cest and crew were compelled to maintain a 
vigilant silence, and that daily produetlan reports which were 
routinely Issued to the studio brass had ceased. 

Carl Laermle Sr.'s regular coluir which Immodestly extolled 
the studio's roster of new releases like an overbearingly proud 
parent, teaslngly commented, "Natch for the technical effects, 
especially In a certain scene which will be discussed all over 
the world," although It was not revealed exactly to which scene 
he was referring. The effect which gave Karloff's body Its eerie 
phosphorescence reportedly took six weeks to perfect and entailed 
Boris Karloff as Janos Rukh, the scientist aho is 
corrupted and destroyed by his scientific curiosity. 



a system of ll^t filters. However, since the characteristic glow 
does not appear in the original theatrical trailer or in stills 
of the film, it can be reasonably speculated that It was added 
optically (the same process was used to even greater draratlc 
effect five years later on Lon Chaney Jr. In HAN MACE MONSTER). 

Ttc INVISIBLE RAY Is not only a film of considerable merit, 
it is a truly entertaining film in the Universal canon with its 
lively Interplay between Its two major stars, a respectable script, 
end Jcxitneyman direction: but it falls Just short of classic status. 
Director Hiliyer and writer Colton are sufficiently talented crafts- 
men but slightly lack a resonate style. Part of the problem Is 
that the material Is too dated to be effective science fiction 
and too modern to be a credible Gothic piece. Colton's script 
changes settings too drestlcally and too often. Starting the 
film In Transylvania, then to Africa, a quick return to Transylvania, 
and finally winding down in Paris; the picture has a rambling, 
slightly disjointed structure that is at odds with the hemsed-in, 
claustrophobic Intensity of the best horror films. Its protagonist 
Rukh lacks the pathos of a Jack Griffin or a Henry Frankenstein. 
Mlllyer gets bogged down in the mechanics of the plot Out cannot 
seem to personalize the horror of science gone mad as Janes khale 
did so well. Nevertheless, Tf€ INVISIBLE RAY is a film of more 
than passing Interest and essential viewing for connolssBurs of 
the macabre. 

T>C INVISIBLE RAY 


CAST: Boris Karloff (Dr. Janos Rukh), Bela Lugosi (Dr. Felix 
Benet), Frances Drake (Diana), Frank Lawton (Ronald Drake), waiter 
Klngsford (Sir Francis Stevens), Beuleh Bondi (Ledy Arabella Ste- 
vens), violet Kemble Cooper (Mother Rukh), Nydla Mestmen (Briggs), 
Daniel Haines (Headnan), Georges Renavent (Chief of the Surete), 
Paul Helwi (Monsieur Noyer), Adele St. htour (Madame Noyer), Frank 
Reicher (Professor Meiklajohn), Lawrence Stewart (Number One Native 
Boy), Etta McDaniels (Zulu Honan), Inez Seabury (Celeste), Winter 
Hell (Minister), Snowflake (Safari Boy), Hans Schumn (Attendant 
at Clinic), Ernie Adams, Welter Miller, Lloyd Whitlock, Edwards 
Davis, Alphonse Martell, ftiisy Bufford, Clarence Cordon. 

An Edtiwnd Grainger Production. Directed by LaiWrt Hiliyer. 
Screenplay by John Colton. Original Story by Howard Hlggln and 
Douglas ftodges. Director of Photography: George Robinson. Art 
Director: Albert S. D'Agostino. Special Cinematography: John 
P. Fulton. Music Score: Franz waxman. Film Editor: Bernard 
Burton. Gowns: Brymer. Sound Supervisor: Gilbert Kurland. 
Assistant Director: Alfred Stem. Tecfvdcal Advisor: Ted Behr. 

A universal Picture. Released January 20. 1936. Running Time: 
7S minutes. 

The gothic look of the beginning of the film allowed 
Universal to blend the horror genre with science fiction. 
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- Larry Laarenca to Patada 

iiMle sone areas of the silent cinene atte<i»teo to rie« its 
llnlleo narrative bounds, most "ghost" Kriting diluted tr* suoerna- 
tural with phony "mhodunnit" BKolanatlons. House haunting was 
generally Blamed on a criminal who wore a scary disguise to give 
his machinations some visual shock. After viewers were sufficiently 
frightened, their nerves were comforted by the exposure of that 
person's methpds and motive - generally greed. An earwrent to 
this timid format was THE GHOST SflEAKER, a 19Ta obscurity directed 
By Cecil B. OeMllle, who usually gloried In ostentatious world-shak- 
ing. Similar in resolution was an Identically titled stage play 
written By Paul Dickey and Charles M. Goddard. In 1922, Alfred 
Green directed for Paramount Its adaptation, the next GHOST BREAKER, 
starring Uallace Reid and Lila Lee, 

The film Begins in Kentucky where Warren Jarvis, played By 
Reid, is involved In a local feud. Lee Is Maria Theresa, a Spanish 
senorlta .fxj w»its to better her finances By incoverlng some hidden 
gold in the castle of her late father. With the help of her cousin, 
Ckjke D'Alva, she obtains the plans of its location in a private 
New »ork museum. Also In New York, Warren shoots one of his enemies 
ana when sought by the police hides In Maria's hotel rooa. He 
ana his black valet Rusty Snow find out toout the castle and offer 
their services to dehaunt It. In a wardrobe trunk, Marla swuggles 
Warren onto the ship taking her beck to Spain. Wearing white 
robes and armor, the "ghosts" are henchmen of the Duke, who is 
wovXTded and confesses. Though lacking material treasure, the 
castle has enabled warren and Marta to find love. 

G^CST BREAKER received mixed to decent reviews. Walter Hlets, 
a white blackface comedian, had his presence crltlclred for being 
a counterfeit black, txjt he won most of the acting honors. In 
his best temembered mooents. Rusty fights off the gang usir^ a 
razor and later plays craps with the "ghosts," winning their armor. 
Coasting along on the memory of his lauded parts, apathetic Wallace 
Reid had a proclivity for appearing in racing cars - not in evidence 
here. Mis nonlnvolvement may have Been a symtom of his Infaaous 
drug addiction. D'Alva was Arthur Edmund Carewe, who played Svengali 
in the following year's version of fRlLBY. Carewe Is more fmnlliar 
as one of the suspect doctors In OOCTCB x wid the Juikie eccowpllce 
of sculptor Ivan Igor in mysteRv OF tvc WAX MJSEUM. The corrosive 
lows of Reid's hl^s killed him In 1923, precipitating the first 
major narcotics scandal in Hollywood. His Incensed widow Dorothy 
“S*® ^ motion picture field to actively campaign against drugs. 
The critics were mostly kind to Lila Lee, who became the heroine 
of the first talkie remake of T>c GCRILLA in 19X1. 

Also based on plays, the silent versions of T>c GORILLA, from 
First National, and the CAT AtO Tic CANARY, a Universal release, 
were both produced In 1927 and are regarded as the prototypical 
"weird maniac" sllants. In origin, tneme, and remakability, T* 
OOST BREAKER was their contemporary, althou^ it is the plurally-tl- 
tled Bob Hope edition of 1940 that iciows continued circulation. 
The Reid-Lee treatment had been adapted by Walter DeLeon who wrote, 
with Lynn Starling, Arthur Hotnblow Or.'s 1939 production of CAT 


AW T»€ CANARY when Paramount bought the rights from Universal. 

While 20tn Century-Fpx was concurrently making the second sound 
remake of T^C GCRILLA as a progrannei with Bela Lugosi, Llcxiel 
Atwill, and the boorish Ritz Brothers: Paratsoirt rolled out the 
red carpet for CAT by developing it as a showcase for Bob Hope. 
The upstate New York mansion of its predecessor was moved to a 
Louisiana swampland. Horror agreed witn Hooe, his genteel leading 
lady Paulette Goddard complemented him nicely, and the profits 
absorbed enou^ Clack ink td fill a refinery. Paramount originally 
planned to release it and GHOST BREAKERS as a double feature. 
Another Wmblow production, it was directed by George Marshall 
and the writer • now typecast - was again waiter DeLeon. The 
Spanish comection relocated the castle to an island off the coast 
of Cuba, then hospitable to Yankee tourism. 

A violent electrical storm darkens most of Manhattan. In a 
hotel, Mary Carter packs for her trip to Cuba, where she has Inherit- 
ed from her grandfather the dreaded Castillio Malvlto on Black 
Island. During the past 20 years, warns Senor Haver of the Cuban 
consolate, no visitors have lived to see dawn. Another Cuban, 
Ramon Mederoes, phones sbry. Concerned about the sale of the 
castle, he must soeak to her privately. At her door, she is startled 
by suspicious Out harmless Raspy Kelly. An Informant in the Frenchy 
Duval moO, he sells underworld scoops to celebrated radio colLarist 
Larry Lawrence, who lives with his black valet Alex. Parade, 
the castle executor, oresents Mery with an anonymous S30,CO0 check 
sent by an interested prospective Buyer. 

On his program, Larry oublically embarrasses Frenchy by disclosing 
his takeover of the baby laundry racket. Feigning equenlmlty, 
Frenchy wants to see him at Mary's hotel. Outside, Alex gives 
Larry a gun for protection, RaaxxT confronts Parada, cursing him 
for selling the castle before Parade shoots him. Neatly caught 
in the cross-fire, Larry is mistaken for the murderer by an hysteri- 
cal wcman who notices his distinctive scarf. He hides in Mery's 
hotel suite before the police arrive to search every one. While 
Larry conceals himself In a trunk, Mery hides the scarf frcn a 
nosy detective. Unaware of his oofiancy, she permits the trunk 
to be delivered to the pier. Alex meets Mary end when they realize 
this, Alex goes looking for the trapped Larry, The trunk Is loaded 
safely aOoard Mary's ship. 

Parada is returning to Cuba as another passenger. Mary receives 
a death note aOmonlshing her to sell Black Island. while she 
distracts Parada, Larry stiffly escapes from the tnnk. A newspwer 
story absolves him of nurOer because Perada fired a differant 
caliber weapon. Finding the death note, Larry decides to bodyguard 
Mary. Once oared by notorious slavers, the castle is rwuteOly 
hairted by the spirit of a Don Santiago. On the deck, the phantom 
tries to kill Larry by dropping a fire bucket from above. 

Pinned to the inside of Mary's staterooa> door 1$ a knife bearing 
a death ouanga. Somebody lurking outside is scared sway by Geoff 
Montgomery, an American businessman living in Cuba when Mary met 
stateside. He translates the ouanga. Larry decides to visit 
the Island first. On It reside an old Negro woman and her zombie 
son. In a nightclub. Mry and Geoff meet Ramon's idanticsl (except 
for a avstacha) twin brother Francisco, who Inquires Into the 
circumstances of his brother's death. Mary plans to go to the 
island alone, leaving Geoff a message. 
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Reaching the Island ^ad of Mary, Larry and Alex visit the 
zmble mother's shack. She eludes Larry when he tries to see 
her. In the castle, they hear strange pipe organ music. Tracing 
its source, they discover a portrait of Mary's aristocratic look- 
alike ancestor, Marla Vsobel Sebastian, and the casket containing 
her skeleton. From his casket rises the luxlnous apparition of 
Don Santiago, who casually disappears. For Larry and Alex, the 
organ does not work. 

A reluclant boatman ferries Mary to the edge of the Island. 
She swims ashore as the zombie mother awakens her son. Hearing 
a chorus of metaphysical voices urging her to flee the castle, 
Mary sees the menacing zombie approach and retreats to Maria's 
bedroom. Through a smell window, Parada watches her until the 
phantom subdues him. It enables Mary to see the portrait. Concealed 
In a suit of armor, the zombie attacks Larry and Alex. Holding 
a lit candle, Mary stuplfles it monentarlly by coming downstairs 
in Maria's long flowing black gown. The zombie resunes Its assault, 
but is restrained and locked In a closet. 

One hand In Marla's oortralt Indicates a pertinent direction. 
Geoff arrives and someone steals his motorboat. Struggling to 
rise from a casket where the phantom had deposited him, Parada 
is dying of a knife wound. He had come to rescue Mary, revealing 
the existence of a treasure and in his last breath gasps, "Kjsic 
. . .marching men." The "men" are engraved figures In notes of 
music written on a wall. Cooperating with Maty, the organ plays. 
Its loudest pitch opens a secret passage with a lit lantern inside. 
Larry and Mary are surprised by Francisco, holding a gin, who 
sees the killer emerge from behind another panel before he is 
shot. The murderer. Geoff, had been double-crossed by Parada 
and tried every means to cheat Mary out of her birthright to claim 
a wide vein of silver on the Island. Mhen Alex presses the wrong 
buttcn, e booby trap drops Geoff through a hole in the floor. 

Larry, Mary, Alex and the recovered Francisco return to Havana 
In the motorboat. Larry proposes to Mary, who gladly accepts. 
Uhat about Don Santiago? That, Insists Francisco, was a real 
ghost. 

I was cool to all but the castle action In GHOST BREAKERS when 
I first saw it at a very young age because I had been conditioned 
to think that a horror film had to be horrifying from start to 
finish. I was too iimature to appreciate the amenities of a story 
that neePed to take the slow-and-easy course, beginning with subdued 
unease and building from there. Althou^ I recognize his legend 
and aOnlt some of his work is funny, I have never been much of 
a Bob Mope fan even when I try to shut out his politics. Fitted 
to his pace, GHOST BREAKERS • an exception to my prejudice - is 
the best horror comedy to exploit one star. Gentians In su^ 
face ate often third-raters who think that spastic craziness is 
enough to create an Illusion of humor. Making his work look simple, 
Hope is funnier in one line than the conbined East Side Kids were 
In all their mugging. 

This was one horror comedy where the straight parts were enough 
to sustain a totally serious shocker. Connerlcally, Larry Lawrence 
kept Che early scenes without intrigue from succuneing to dead 
air. wise-cracks are something a hero can get away with if they 
are defensive or if the ways of people he encounters Invite putdowns. 
A reactive hunorlst, Hope loves to zing at his victims' intimations 
of their stereotypes or pretensions. Noting the zealous ferocity 
of the storm, which presaged the actual New Votk power failure 
of 1965, Larry remarks - "Looks like Basil Rathbone's giving a 
party." innately afraid of ghosts and the dark, Alex 1$ reproached 
when Larry tells him, "You look like a blackout In a blackout. 
If this keeps ip, I'm going to have to paint you white." The 
Frenchy Duval problem cones from an occupation where the mouth 
can be mightier than the sword • unless it swallows the tip of 
the offended blade. 

Anachronistlcally crude, the race hmor in GHOST BREAKERS Is 
not viciously tasteless. One indication of how black performers 
advanced was how stereotyping revised its degrees of coarseness, 
shucking layers of mean degradation and homogonizlng its softer 
portions. Stepih Fetchit was a step above the Walter Klers-type 
Minstrel comic, followed by willle Best, who wore his shoes a 
little more attractively, in THE MONSTER WALKS of 1932, sweet 
Willie was known by his early deadbeat nickname of Sleep N' Eat, 
playing a character with the implausible moniker of Exodus. GHOST 
BREAKERS was a promotion for Best, who earned the adairatlon of 
Hope. Written as a parody of stereotyping, the things that aroused 
Alex's ethnic reflexes had some legitimacy and Larry bounced his 
race gags off those conditions, treating him as a handicapped, 
unequal partner. 

Few of Alex's routines are a hlnderance and more often he is, 
or tries to be, helpful. When Larry goes to meet Frenchy, It 
is Alex who anticipates the possible need of the gun. While trying 
to rescue Larry from the trunk, he Is questioned about his peculiar 
actions by a cop. Alibiing behind witlessness, Alex says he 1$ 
an ex-porter with a fetish for luggage. Naturally, the cop believes 
him. A dnnk who hears Larry speaking from the tnrk credits 
Alex with ventrilOQulsm. It Is Alex who informs Larry via the 
newspaper that he Is off the murder hook. Larry trusts Alex enough 
to let him guard Mary's cabin while she Is In bed, and the shadowy 
figure arx) frightens her is Alex, there to protect her. The act 
of involuntary manslaughter on his part kills Geoff and saves 
Larry, Mary, and Francisco. 

Alex Is certainly more appealing than the zombie and hls equally 
creepy mother. Neither rate sympathy, although Larry unduly maligns 
matronly black women - a stereotype st^>le - when he cries, "Wait 
a minute, Aunt Dinah." The type of creature that the zombie repre- 
sents is mocked politically. "You see them walking around blindly," 
says Geoff, "following orders. Not seeing, not hearing." "Like 
Oamocrats?" asks Larry. 

The trunk is the only sight-gag prop. Through a hole within 
the mouth of a travel sticker-girl, Larry Is able to poke a wiggling 


finger. I wonder why the censors - iWio often saw filth in less 
suggestive things - passed It? "Trunk Kicks Onmk" would make 
a 90«J National Enttjlrer headline as Larry's feet knock the Juicer 
SQAlhst another drunk and he tells Its owner to make that 
talk. 

GHOST BREAiERS was the first movie after white Zl>ei£ to depict 
zombies in some proper historical dimension, keeping its single 
zombie in reserve as the one destructive i^«name^. Described 
as colored, its mother was played by pale-sklnned Caucasian actress 
Virginia Srlssac and the zenbie was Noble Johnson in one of his 
whiteface chareeteilzatlons. The unholy two guard the castle 
from trespassers, unaware that Larry, Mvy. and Alex have licit 
presence. The zombie probably murdered the others. On hold, 
he lies In his mother's shack . . .acoarently medically dead, 
yet not SO completely mindless as to be non-Republicsn. More 
frightening than some stagger-footed Monogram extra shanghled 
from the Bowery at midnight, he Is a chalky egghead with sunken 
cheeks, a Jutting brow that features thiOi eyelids and sinlsterly 
alert pupils. When It benefits hls aims, the zombie can move 
fairly fast and exhibits some ingenious thinking. 

An ambiguous "tease" apparition, Don Santiago does nothing 
after hls rlse-on except walk off. Hls solidity or lack of It 
must vary with hls anatomical regions. He has to lift the casket 
lid to raise hls head, yet hls torso passes through one side of 
It with no trouble. Santiago himself Is only the faintest scheme 
of a person within a moving blob of phosphorescence. Even if 
artificial glows are a stock optical trlOi, this gives him the 
aura of genuine ectoplasm captured on film. 

Geneology creates a pair of dela vu personalities In Ramv/Fran- 
clsco and Mary/Marla. Francisco keeps the Imiage and the purpose 
of Ranxin alive while Mary Is helpless against the zombie until 
Marla remotely assists, briefly walking again three-dlmenslonally 
as Mary assumes the mantle of her ghost. An earth-anchored monster, 
the zombie, for sn Instant, Is moved by hls own comprehension 
of the occult when her charade creates a product of the uncontestable 
supernatural. As if everything had been predestined, Maria's 
hand In oils starts In motion the deciphering of a puzzle that 
expedites the gathering of everyone in a tight space for their 
hour of truth. The value of the Island Is within its soil and 
Geoff's demise sends him deep Into It while nls soul, presunably, 
falls even farther. 

Responsible for the excellent noli cinematography were Charles 
Lang and Theodore Sparkhul. Hans Dieler and Robert Usher designed 
the stylish art direction, and Failcot Edouart devised some spectacu- 
lar process work. The portentous storm rains hell from heaven 
as If planet Mongo or ruler Zolok of TfC LOST CITY were causing 
It. The skyscrapers are cement timbers stolidly weathering besiege- 
nent from savage stabs of energy sizable enough to decimate, touching 
some buildings without actually hurting them. In the type of 
comiunal claustrophobia that usually consolidates people, the 
olsckout only promotes anxiety and backgrounds crime in the planning 
and perpetration. The castle Interior Is a pastry palace of decom- 
posing, still-stately architecture where swallowing murk covers 
every speck of space irrelieved by traces of ll^t. Spacious 
and expensively constructed, the chambers allow pandetnonlua to 
run rampant on long legs. 

A Belgian movie poster from Bob Hope's THE GHOST BREAKERS. 
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Top: Secret passageeays becoae cobIc opportunities 
for Martin and Leals fro« SCARED STIFF; Bottoa: The 
trunk becoaes the only coalc prop used in SCARED STIFF. 

A handsorae couple, Hope and Goddard get such out of their opoos- 
Iteness, the heritage of each being the antithesis of their lunges. 
Seemingly a native son, Hope, so Apple Pie his Americanism aas 
bom in London, irfiile Goddard, a daughter of Great Neck, New York, 
exhlbiu a fragile British charm. Exploitation of her beauty 
was worked into the continuity. Doing a short-distance Esther 
kllliams imitation in a black bathing suit, she covers herself 
with a trim white shift. Reacting to the zombie in a very convincing 
facsimile of terror, Mary catches her outfit on the railing of 
the castle stairs, ripping away a long strip of fabric that runs 
up the area of one thigh, suggesting a visual earmark of sexual 
molestation. Willie Best, who died in 1962, continued film acting 
into the late forties, turning up in several other ghost movies. 
(His last, WHISPERING GHOSTS, cast him opposite Hilton Berle as 
a Larry Lawrence-type radio sleuth.) Anthony ^Inn assused the 
dual roles of Ramm and Francisco, Paul Lukas was Parade, and 
as Geoff, Richard Carlson made his first fantasy film appearance, 
hitching his star to fifties* s.f. 

It is debatable irtther GHOST BREAKERS actually started the 
zombie trend of World war II as its zombie, though a major contribu- 
tor to the chills, was only around for a few scenes. Two Honograa 
quickies, KIi« CF THE ZOseiES, set in the Bahamas, and the swanp- 
sitoated R£\®«£ GF THE ZOMBIES, featured a funny black servant 
named Jeff, played by Hantan Moreland. In ZOMBIES ON BROADWAY, 
another Marhattan-to-the-Caribbean adventure, one supporting charact- 
er was a refoimed (but still dangerous when crossed) gangster 
who feared the indignation of a famous radio conmentator Instead 
of vice versa. 

Dean Martin and Jerry Lewis were a top twosome, waiter 
DeLeon wrote (with Herbert Baker) Hal Wallis* production of SCARED 
STIFF, a half-mast, almost conpletely Identical 1953 renake of 
GHOST BREAKERS, also directed by George Marshall. Larry Lawrence 
bed made his living with his voice so Dean Martin became nightclub 
singer Larry Todd. Lewis ass^md the Alex role as inept busboy 
Myron Myron, experiencing sene of Lawrence*s difficulties. Although 
the adeptatlon of ccmic styles from one film to another was surface 
smooth, STIFF appears Ilep beside the funnier, spookier rtjpefest 
because of some lamely re-written Jokes ( "Democrats" are now -hus- 
bands"), iron-poor scare value, and pace-deadening music. 

The nAirky cinematography of GHOST BREAICRS had been oppressive 
but controlled. SCARED STIFF is so derk that most of it must 
have been lit with smudge pots to save electricity. The storm 
that began Hope's film was a synphony of snap, crackle, »id pop. 
The new one Is hardly a gleam in a mudhole. Larry indicates the 


degree of rain by bringing in a wet kitten wx] pi«py. is in 
treble with a hoed named Shorty because he has been cozy with 
Rosie (brunette Dorothy Malone), a brass-hearted woman whose other 
playmate, Pierre, a waiter, has been taken for a ride. Mis substi- 
tute is the dlsasterous Myron, who trundles a bundle of speghettl 
piled like a mnaitaln of string. When It plops on a patron's 
head, his face resembles a eop. Myron receives a call from Shorty, 
asking to see Larry. Rosie persuades Myron to see him. 

Mary Carter is now Mary Carroll, played by Liztfjeth Scott. 
She is pleasant in the way one sight accept Barbara Bain as a 
warm person, but she is not daintily vulnerable like Paulette 
Goddard. Black Island Is now Lost Island. Parada is Cortege, 
passably portrayed by George Dolenz, the late father of ex-Monkee 
Mickey. Ramon Maderoes is Ramon Cariso and it is this brother 
who wears e mustache. 

Wwn Larry learns nhere Myron has gene, he goes to Jttty's hotel. 
A more visual comic than Bob Hope, Jerry Lewis likes to enact 
multiple personalities, doubling as Myron's eonscieree in a mirror 
to boost him ahen Myron gets cold feet Kiout the appointient. 
Pierre, he discovers iFien Shorty and his nob intimidate hUi in 
their suite, is upstairs with the Big Tipper. Cortega shoots 
the retread Ramon, Myron escapes, and Larry falls into the Lawrence 
frame and meets the second Mary. He gets trapprt in the tnmii, 
but Mary, joined by Myron, rescues him at the pier. Myron spots 
one of Shorty's boys looking for him and it is he who gets whisked 
aboard the boat to Cuba worst-class, discourtesy of the infernal 
trunk. 

Cortege, of course, is aboard, as is Geoff Montgomery, renamed 
Tony Warren. In the Richard Carlson role. William thing is too 
heavy and his features overly severe. A guest star is the fBsous 
fruit bowl lady, Carmen Miranda. She performs live, and later 
nFen she is indisposed. Myron stands in, lip-synching to a record 
that skips the track. without Lewis' clowning, the floor show 
stuff that GHOST BREAKERS maturely avoided would be Insufferable. 
Most disappointing are the island scenes, with mildly scary ouslc 
and awake performing, but the blackness seems a camoflague to 
hide almost fragmentary art direction. etti Pereira and Franz 
Bachelin did the job here done much better by Oreier and Usher. 
Marla Sebastian becomes Maria Carillio. Now smoking a clay pipe, 
Don Santiago has lost his glow. It could have been used to power 
the underused generators on this film. Larry and Myron try to 
tackle S»itiaga, only to collide with each other. 

Time for Mary and the zombie. What zombie? Jack Lambert plays 
somebody rfw is described as being one and music enables him to 
put two frightening feet forward. Sxjes up, the "zoMiie" is Lambert 
without the slightest trace of gruesome makeup or wardrobe. Hal 
Wallis was a distinguished producer, Martin and Lewis had split 
up before their uiion declined, and George Hershall had irarshalled 
a wholly inspired teon with GHOST BfKAKERS. Why does SCARED STIFF 
fall apart <Fiere the technical values are supposed to matter most? 
Mary Carroll does the Maria trick, Cortega dies as Parada did, 
the music of the marching men is rapleyed, and Tony Warren is 
Geoff Mbotgomery in his true colors. The treasure is now gold 
- not silver. Actor Chlng's malevolent closeups are so ugly that 
the character of Warren is more horrible looking than the zoeble. 
By playing "Chopsticks" on the selectively functioning organ, 
Myron kills Warren in Montgomery's manner. 

The epilogue deviates completely frw" GHOST BREAKERS with a 
surprise homage to same. Myron opens a new secret panel and behind 
it Is something so shocking that he, Larry, and Mary fall all 
over themselves as they escape. Wove two skeletal bodies are 
the living heads of another memorable pain those Road-sters 
Bing Crosby and . . .uh-huh. . .Bob itopel 


FILMBOOK REFERENCE GUIDE: VQLUkES I 4 II now available! Volume 
I lists all books pertaining to Fantasy, Horror 4 Sci-Fi in Film 
4 TV, illustrated with photos and cover art oy Allen Koszowski. 
voliA»e n features cover art by Dave 4 Mark Robinson, photos, 
and exhaustive listings of all publications on Comedy and Comedians 
in Film 4 TV. $3.50 per copy (via third class mall) to: David 
HcOanlel, 5BAS Oakland Road, Baltimore, M> ZT227. 

CHILDREN DF T>C NIGHT - The premiun quality fanzine of the 1970's 

has returned with ail new issues. Now: Issue *4 - A8 glossy 
pages with features on splatter films, STAR WARS, Janes Bond, 
and 10 movies. And; Issue #5 - the history of zombie films over 
the last 50 years. All copies sent via first class mall. Issue 
♦4 - $4.25 per copy. Issue #5 - $3.00 per copy. Send check or 
money order to: COTN Dept. W, 7450 village Drive, Prairie Village, 
Kansas 66026. 


MACAZIhC SALE: MAD MOVIES #25 - #34 for $4.00 per copy. HAD 
MOVIES Is a color/black 4 white excellent French horror movie 
magazine. Also available: SOUOTRACK QUARTERLY vel. II #5-#7 
for $2.00 per copy. Also, original Program Books from STAR WARS 
and CLOSE ENCOUNTERS OF THE THI«) K1M3 - $3.OT per copy. Write 
the Subscription Office! Also, order beck issues of MiOM arl 
BACK ISSUE OEPARTICNT: GORE CREATURES #17 4 #19, HtONIGHT MARQUEE 
#28, »3l-#33 are available at $3.25 per copy. SPECIAL: we only 
have 1 or 2 copies left of the following "out of print" issues. 
Once ^se few copies are gone, they are gone. Therefore, these 
ere $10 per copy - while th^ last! GORE CREATUIES #21-#25, MlO*r 
#27, #29. 4 #30. Last chance to fill out your collectlonlll 


SUBMIT NOW! MlcWar Is an open shop and we are always looking 
at new writers and artists. Articles to be considered for MldHar 
#35 should be submitted no later then Abrch 1, 1986. The sooner 
the better to allow maximum time to assign graphics and select 
stllls/posters to Illustrate the piece. Write to our Editorial 
Offices and discuss ideas with the Editor tedsy. 
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TlSvOLUTION OF MUSIC 
fill \ IN iARLY HORROR FILMS 


To this day, xhen listening to the ocenlng of Act III of Tchaikov- 
sky's Swan Lake . It is often difficult to think of it solely within 
its original ballet ctxiteit, as this writer has had it ingrained 
in his head since those early days when his parents first let 
hia watch the late show, that this was none other than the thene 
far DAACULA. Borrowing classical lausic to enhance the mods of 
films was a carry-over from the silent mvie era, and OAACULA, 
of course, was only one of the borrowers. 

The evolution of music in early sound horror films fits neatly 
into the overall picture of film scoring of that period, and there- 
fore a brief look at the history of film ouslc in general might 
help place this study of early horror scares In a clearer perspec- 
tive. 

in the earliest days of the cineu, piano music was used basically 
to covet up the noise of the projector. The musician could play 
whatever he felt like - from classical excerpts to popular tunes 
of the day. Of course, at this tine there were no set rules about 
what kind of music «wuld be played with what scenes, and it was 
only the more enterprising musicians that actually tried to match 
the music to what mas happening on the screen. [For instance, 
exciting auslc could be us^ for chases, and tender strains for 
the kisses and clinches. ] In time, special collections were pub- 
lished which contained specially selected clsssicel excerpts and/or 
specially composed pieces, arranged by category (Pursuit, Battle, 
Magic: Apparition, Jubilant, etc.), from which the musician could 
select appropriatae pieces to form his “score." Giuseppe Becce 
and Leo Kempenskl were two cotposers who wrote enormous eoounts 
of such generic mood mslc. Although there were rare instances 
of scores being compiled or composed for specific films (Camille 
Salnt-Saens' original score for the 1908 film L'ASSASSINAT OU 
(XJC OE OJlSE, for exaxple), film nusic was generally a do-as-you-llke 
trial and error proposition. 

The next step indeed was to compile or compose a score for 
a particular film. Although the Job of asseMiling a score was 
originally left ip to the musical directors of the theaters, it 
became more and more common for studios to sign on their own musicel 
directors rfo would prepare scores to be sent to the theaters 
showing the film. One early example of this was BIRTH GF A MATIOM 
(191$), a combiriation of original music, classical excerpts, and 
American folk tines woven into the final product by Joseph Carl 
Btiel and the film's director O.H. Griffith. Two silent fantastic 
films with specially arranged scores were T»E THIEF OF bmxao 
( 192A, Mortimer Wilson) and »ETR9kjLl5 (1926, Gottfried lijppertr). 

In the late 1920's, amidst the diversity of opinions on musical 
scoring, came sound, bringing with it more confusion and yet Hiother 
question; should there be an^ music In sound movies? 

It Is Airing this period Of Ruslcal confusion that many of 
the classic horror films came to life. It is why you can take 
two films made in the s«*e year and find a wall-to-wall original 
score In ona (such as XING KONG) and only main and end title music 
in another (MYSTERY if nc MX MUSEUM). It was a period of experi- 
mentation; a time whan new musical ideas fought a^nst - and 
at the same time coexisted with - silent movie traditions. This 
plethora of ousical opinions Is well exemplified in the early 
horror film, many examples of wnlch will follow. A couple of 
conspicuous absentees will be KING xctc and Tic BRIDE OF FRAMIEN- 
STEIN, whose scores have already bean analyzed at great length 
In this magazine by Bill Littman. Instead this article will spot- 
light some of the lesser-recognized early scores, and their contribu- 
tions to the development of film auslc. 

As a starting point, let us look briefly at two of Universal's 
most famous horror films: DRAOLA and FRAMtENSTEIN. The former 
film, exc^t for some classical excerpts heard as realistic (or 
“source") music during a concert hell scene, contains no music 


except for an edited excerpt from Tchaikovsky's Swan Lake , which 
attempts to set some sort of mood during the opening titles. 
( Swan Lake was to become a favorite Universal prelude, popping 
up in KKCRS IN THE HUE MORGUE, TIC SECRET Of TIC BLUE ROOM, 
and TIC MUmY.] The end titles are accompanied only by bells 
tolling the hour. [A subsequent reissue added a musical finale.] 
This is a perfect example of producers' fears of music in talking 
pictures. They felt music would confuse the audience, who would 
wonder where It was cming from in the middle of a scene. So 
they left It out, unless it was Justified by some on-screen source 
like a radio, or phonograph, or orchestra. 

FRAMIENSTEIN is another typical example. It has an actoirttly 
atmospheric rain title (written for the film by Bernhard Xaun) 
incorporating a sinister muted brass opening, a nysterioso middle 
section mlth skittering strings, and a final section that sounds 
like a nocturnal funeral dirge, with a lightly struck gong standing 
In for the ringing of a clock tower bell. Ksin also ccaposed 
the music for Warner Brothers' two rajor entries in the field 
- DOCTOR X (1932) end MYSTERY OF TIC WAX MUSEUM (1933) - both 
of which utilize the sane min and end title music and contain 
no background scaring. FRANKENSTEIN'S end title music Is a stock 
selection called “Grand Appassionato" by Giuseppe Bacce, quite 
possibly from one of his published voliaies of silent movie acconpanl- 
ments. Once again, thou^, the rain body of the film is isiscored. 

The sm is true of Parmwixit's DR. JEKVU. amj m. HYDE (1931) 
and ISLAFC OF LOST SOILS (1933). The former film uses an orchestral 
version of Bach's Toccata and Fuqi^ In 0 Minor to establish a 
heavy, serious mood over the opening titles. The film features 
source music as Dr. Jekyll plays the organ and again during the 
music hall sequence, but the film Is devoid of dramtlc background 
scoring. The Bach piece Is reprised to close the film on a properly 
grim and scnber note, Out then segues into a brisk, enargatic 
march more befitting of a foreign legion picture. Possibly the 
reasoning behind this was to bring up the audience's spirits after 
all the gruesome events Just witnessed. I9JVC CF LOST SOLES 
Is guilty of similar nonsaqultuiial handling of the music. it 
uses a lush yet ominous tropical thene filled with distant native 
diiAniiing for the opening and closing titles, only to be followed 
by an end cast up-tempo fox trot straight out of a 1930's dance 
hall. 

Around this time, a film which for reasons unknown Is generally 
regarded as a milestone in early genre scoring appeared: the 
Halperln Brothers' Haitian voodoo opus, WHITE ZOMBIE (1932). 
Abe Myers is given the credit for this score, but It must be pointed 
out that he did not compose any of the music. He selected and 
edited the main body of the score from a variety of stock library 
cues. Many of them are of the generic variety, culled from silent 
era accopanlment books, with titles like "Incidental Symphonies" 
by Kempenskl or "Agitato" by Borch. TTiesa selections are badly 
dated, and today remind one of the sort of nonstop musical hyperac- 
tivity found in "Little Rascals’ comedies, or used today as purposed- 
ly campy accompaniment for aid Silent melodraras. Only a few 
cues rise above ^is level of "musical wallpaper" splattered throu^- 
out the film. Oie of them Is a stark five note theme called "Death 
of a Great Red Warrior" by noted silent and early sound film composer 
Hugo Rlesenfeld (who scored Cecil B. DeMllla's 1927 version of 
KING CF KINGS). The Cue is most probably lifted from his score 
for the 1923 western, THE VANISHING AMERICAN, but works surprisingly 
well as a sinister muted brass motif for Bela Lugosi and the ever- 
pcpular close-ips of his hypnotic eyes. The use of the Negro 
spiritual "Listen to the Lenb” Is also employed with great effective- 
ness. 

The only two original cues composed for the film are a Spanish 
dance (by Xavier Cugatl) for the scene In which the hero drowns 
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nis troubles in e Haitian saloon after tbe apparent death of his 
fiancee, and the aock Afro^Haltlan chant (by Guy Bevler WUUms) 
■hich serves as the main title auslc. 

Although the good intentions of Abe Hyers and the brothers 
Halperin to grace this file alth sow sort of atnospherlc background 
score should aost certainly be comnended, the resulting pastiche 
(pronounced ’nlsh-nosh"} should net. It «as basically little 
nore than a carry-over of early silent movie metlwds of using 
any available nusical extracts that eould loosely fit the broadest 
requirements of ■ scene (action, romance, etc.), with little or 
no regard for stylistic consistency or overall coherency. These 
are maladies ehlch can best be remedied by assigning m composer 
to score wi entire film. On the other hand, there are pastiche 
scores ithieh do mork eell. 

In QEATH TAKES A HaiQAY (193A), Death (FxedTlC tftrch), on 
a three day holiday from his usual duties, decides to visit Earth 
to discover ehy people fear him. In the gjlse of one Prince Sltkl, 
he stays at the Italian villa of a duke (Sir Guy Standing), and 
tries to discover from the guests gathered there what It is that 
makes people want to Cling to life. During his stay, one of the 
young aomen, Cratzla (Evelyn Venable), falls in love alth the 
Prince, althou^ sensing all along his hidden Identity. 

The film's score mas assembled uvleT the direction of music 
director Sigaund Krumgold by several of Paramount's staff ccnposers. 
it conblnes classical excerpts and sene Paramount stock cues alth 
several original selections, nicely blended Into a surprisingly 
homogeneous nnlle. The use of classical selections is particularly 
interesting. At times «hen source music Is needed (for instance, 
■hen one of m characters plays the piano, or mhen a salon orchestra 
is performing), the chosen classical excerpts are nell knoon pieces 
like Chopin's Etude in E Me1or or malUes by Chopin or Strauss. 
These mork nicely as source music because they are easily recogniza- 
ble by the vlemer as being pieces Wat one might actually hear 
played by a salon orchestra or at an Infernal gathering around 
the piano. 

In contrast to this are We classical places chosen to serve 
as background scoring. T»o selections are employed to express 
OeaW's yearning for understanding and love. The first piece 
is Sibelius' Valse Trlste . AlWou^ It Is fwm a very popular 
orchestral standard, the piece had not yet achieved as mide an 
audience In 193A. It mas originally mritten as part of the back- 
grojnd music for a play titled Kuolema . concerning Death. Coming 
from such a heritage, this "sad waltz" fits comfortably Into Its 
nem setting. In its first appearance, a smell orchestra plays 
it at a gathering, as Death dwees hIW Gratzla. Although It 
Is technically being used as source music. It also serves as back- 
ground scoring at Wls point. It conveys DeaW's eternal lonllness 
as he begins to realize for the first time shat love Is. It Is 
evident that this music mas rearranged and carefully fitted to 
We scene so that Its changes In mood synchronize perfectly with 
the dialog's changes In mood. Valse Trlste also returns In 
a brighter version over We end cast credits. 

The second piece Is even more expertly chosen. Excerpts from 
We third movement of Claude Debussy’s quiet yet discomforting 
String ftjattet In G Minor underscore a scene in the garden as 
Gratzla and DeaW speak to each other, end she tries to understand 
Wls strange and lonely men. 



"You seem to come from a distant place. When I'm miw you, 
I see depths In your eyes that are like the morlds 1 visit in 
sleep, and beneath your words Is a sound I've heard In dramas. 
You're like the mystery Wat's Just beyond sight sound, almays 
just beyond my reach. Something that drams and frightens tie." 

Beneath Wls eloquent and emotion filled dialogue, Debussy's 
featherllke music begins to swirl and build i 4 > to an iopassioned 
plea, as a solo violin cries a bittersweet melody over a troubled 
string background. It is hard to imeglne another piece which 
could have captured the strange poignancy of the scene. Once 
again, the fact that Wls music was not well known to We audiences 
of 1934 helped add to the mysterious, ethereal quality of the 




In regard to the non-classical nusic In the picture, it is 
difficult to determine exactly what mas pulled from the Paraaount 
library and what was written specifically for Wls film. The 
music of eight non-classical coiposeis is used during the coursa 
.K» ^ source music heard In the background of the 

' Is probably from earlier films. Three pieces which 
L*j sTOii to have been written expressly for DEATH TAttS A HOLIDAY 
are "DeaW Enters," "OeaW's Yearning.'' and "Death and Transflgura- 
tion," by Milan Roder, a Paranouit staff composer who had also 
contributed music to SIPERNATURAl (1933) and Cecil B. OeMllle's 
T* SIGH CF THE CTOSS (1932). The first two cues utilize an ominous 
rising and falling eleven note theme to represent Death. "DeaW 
Enters" accompanies the scene In which DeaW (in his natural 
form, as a spectral shadow) first converses wlW Sir Larbert, 
and is written for unaccompanied chorus who eerily hum and "oooo" 
their way throusfi We piece wlW great effectiveness. A sinister 
rendition of the theme, for muted brass ("Death's Yearning"), 
appears as Prince Sirkl reveals his true identity to one of the 
youig women at We villa. "Death and Transfiguration" is played 
during the finale as DeaW casts off his Ixcen form and bids faiewell 
to his holiday companions. A wistful string version of Death's 
theme subtly irderscores his farewell: "Reiwmber that there Is 
only a moment of shadow between your life and mine, and wiwn I 
call, cone bravely Wrousfi that shadow, and you will find me only 
r ^ adieu to Gratzla, adding, "Now 


your familiar friend." 


you Si 

"But I've always seen you like that. You haven't changed," 
she replies, as a touching quote from the Debussy quartet is brought 
back, The full orchestra begins to transform the Debussy theme 
Into 8 fountain of triumph as Death exalts, "Then there Is a love 
which casts out fear, and I have found iti And love is greater 
than Illusion, and as strong as Death!" Gratzla accepts the hand 
of Death, and accompanied by somewhat of a divine wedding recesslwi- 
al by Roder, the lovers depart from Wls world Midst a dazzling 
flare of brilliant light. 

The score was a major advancement for Paramount, many of whose 
earlier genre films were plagued by a distressing lack of music, 
as discussed earlier. The score showed much thought, especially 
In its deft handling of the classical selections. The ctwosing 
of the Sibelius and Debussy pieces clearly Indicates a careful 
search for ausic whose inherent ethereal quality would help express 
We emotional tnoertone of We story, end not merely act as decora- 
tion. Nor are they merely deposited wlWln a scene without regard 
to changes in mood or synchronizetlon wlW specific dialogue. 
Rather, they are carefully adapted and edited to fit We scenes, 
at times reorchestrated or extended through the use of addltlwal 
original material. In short, the music did what It was suppased 
to do, and did it well. 

Meanwhile, back at universal, We idea of using a single composer 
began to take hold. In 1932, James Dietrich was assigned to write 
a score for THE KbWY. Although the finished music was subsequently 
edited and augnented by Universal library tracks, as well as the 
ublqjltous Swan Lake . It was at least a shaky step In a new direc- 
tion, and what remains of Dietrich's imusic is quite impressive. 
A lush, Egi^tian sounding motif accompanies the opening shot of 
Egypt and captures We overpowering sense of history and beauty 
of the land of the pyramids. Karloff's muttering of enclent incanta- 
tions is accompanied by hypnotic, dizzying musical spirals, suggest- 
ing his strange powers. One of the most effective pieces, however, 
is not by Dietrich at all, but ore of We stock cues. The long, 
slow dolly shot Wroogh the deserted museun, finally finding Karloff 
gazing at the irumiy of his loved one Is tracked wlW Marche rjirtare . 
a Heinz Roemheld cue originally written for the 1930 American 
release of We T927 silent film, THE WHITE HELL OF PIT2 PALU. 
As We camera probes the empty halls of the rnuseiw at night, somber 
strings, heavy on We cell!, play a dismal dirge, adding to the 
cold and lifeless atmospheie. 

Heinz Roemheld also wrote the original scores for TiC INVISIBLE 
MAN (1933) and TIC BLACK CAT (1934). The former film possesses 
■ short and well placed score. The main title music manages to 
coBblne the many aspects of the story into a musical medley. 
There is an exciting opening filled wlW menacing brass flourishes 
and flurrying strings, a short tender bridge for violins, and 
a bold, sinister four note brass melody, resenbllng someWing 
out of a Wagnerian opera. After Wls, however, the greataet part 
of the film Is left unscoreo, letting the soundtrack create its 
own tension and fear solely through use of atmospheric sounds 
(winds, etc.], and periods of nerveracking silence. Not until 
We climax does the music return to underscore the action scenes 
of the police closing In on the Invisible mM, and eventually 
shooting him. Throughout the music, Roeofieia keenly keeps In 
tune with Claude Rains' portrayal of the title character: It 
is sometimes menacing, and at other times rather mischievous, 
full of syncepated rhythms and almost cartoon-llke oboe and bassoon 
figures. The mischief abruptly ends when the Invisible man Is 
Wot, ana a painful minor-key ehorO sounds frcei the piano and 
strings, fdlloweO by w short violin lament over a serene background. 
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To ixxMrscore tno final scene of the scientist's faiemell to 
his flsncee, strings - pertlcularly the hl^, plsintlve violin 
mlody • quickly help create an overpooerlng sense of pity for 
the poor alsguided nan aho 'neOdled in things nan oust leave alone.” 
A brief ascending passage for athirling strings over brass chords 
acconpanies the scientist's return to visibility as he dies, and 
ushers In the end title: a sort of noble earch, a reverent musical 
eulogy for the good scientist aho took the arong path. 

Roeaheld contributed a euch lengthier score for Ttc BLACK CAT. 
Director Edgar Ulner aas responsible for coming up with the Idea 
of using classical music for the score. Ulmer and Roeaheld together 
selected themes from sixteen classical marks ahlch they felt conveyed 
the nood of the filn. it aes then Roenheld's Job to adapt, reortines* 
trate, and otherwise alter the themes (tempo changes, melodic 
variations, etc.) to fit various scenes, for example, the main 
title Is cotaprlsed of an ornately orchestrated version of Franz 
Liszt's Piano Sonata In 8 Minor, (Boris Karloff's motif), ahlch 
segues into a paraphrased segnent of Tchelkovsky's Roeeo and Juliet , 
the film's love theme. Kxh of Roeeheld's BLACK CAT score later 
turned up in the FLASH GORDON serials, along with Franz Haxman’s 
BRIDE CF FRAMCEHSTEIN, and some classical selections Including 
Liszt's Les Preludes . It ass also worked quite nicely Into THE 
WEREWOLF OF LONDON '(1935), which featured mostly original music 
by Karl Majos. 

To open WEREWOLF GF LONDON’S score, the mein title Introduces 
a menacing stecatto brass theme which alll serve as the notif 
for Dr. Wilfred Clendon, a botanist who turns Into the title crea- 
ture. It Is used frequently during the film's werewolf scenes, 
and often subtly creeps In even when lycanthropy is only mentioned. 
Aside from the menace of the monster, the theme is also used to 
evoke sympathy for Glendon's affliction. A particularly poignant 
version of the theme, titled "The Old Tale,” appears as Clendon 
reads about lycanthropy In an old book. The moon alll soon be 
full, and he fears he may turn into a werewolf. A solo oboe softly 
Intones a melancholy version of the melody, as strings and harp 
create a pensive sunset-like backdrop. At the end of the film. 
In the guise of a soft funeral march for strings, the theme accompan- 
ies Dr. Glendon's death, creating sympathy (as In THE INVISIBLE 
MAN) for a good man possessed by evil b^ond his control. In 
keeping with this ^irlt, the finale Is built upon noble, forthright 
statements of the theme; Glendon's final trluoph over evil. 

Over at RKO, the head of the music department. Hex Steiner, 
was almost singlehandedly supervising and/or composing music for 
nearly all of ntO's releases. During his years at RKO (1929-1935), 
Max gained the trust of many of that organization's top producers 
and directors who often gave him carte blanche as far as scoring 
was concerned. Due to Steiner's enormous workload, many RKO films 
from this period contain only mein and end title music, and perhaps 
a few background cues. However, If a film were to be one of the 
studio's major productions, or if Hex took a liking to a certain 
project, he would spend more time with it, and embellish it with 
a more substantia] score than usual. As a result, StioOny of 
SIX KlalCN (1931) contains a lengthy score, and BIRO OF PARADISE 
(1932) contains almost wall to wall music. 

T»C MOST DANGEROUS GAME (1932), however, stands out as Steiner's 
most awbltious project up to that time. The famous story of a 
crazed Russian court who hunts men on his uncharted isl^ f«s 
situations demanding all kinds of music: the love Interest, tr« 
mysterious castle, s lengthy hunt sequence, and even a piano sonata; 
and Steiner was intent on meeting every one of those demands. 
The finished score stands aeong his best achievements and always 
remained one of the composer's personal favorites. 

The credits of Che film ate superimposed over a shot of a heavy 
doorknocker on a large castle door. A sir^le French horn Intones 
a lonely sounding descending two note phrase, which is followed 
by a short ominous bulldip of woodwinds and tiemelando strings. 
The music stops abruptly as a hand enters the picture and lifts 
the knocker. After the thuip of the knocker provides a pixetuatlon 
mark for the buildup, the pattern of horn solo followed by ominous 
builds Is repeated several times, picking up some muted trumpets 
on the way, and finally building Into the first full orchestral 
version of the main ihene. It is comprised of three notes (the 
first and third being the sane, the second being higher), followed 
by an ascending-descending arc of notes, which melodically resembles 
1 sinister variation of *Follow the vellow Brick Road” from THE 
WIZARD OF OZ. Titled "The Iron Door" by Steiner, It Is used through- 
out the film to suggest the omnipresent evil of the island and 
Its ovFier. The theme appears in every imaginable key, tenpo, 
and mood (It even appears In the guise of a "Russian Waltz" played 
by Count Zaroff at his piano), and acts as sort of a unifying 
agent between all the other subordinate themes. 

Steiner is noted for his use of leitmotifs (particular themes 
assigned to certain characters, events, or places), end this score 
is no exception. Aside from the main theme already mentioned, 
there Is the disjointed theme for Count Zsroff, pursuing an Indirect- 
ly descending course, and an agitated theme for Eve [Fay Wray) 
called "Emotions," based on the repetition of ^rt, confused 
phrases and continued modulation Into higher keys. It suggests 
a mounting panic and an attempted escape from it. 

■ The highlight of the score and the film is the latter part 
of the hunt as Zsroff and his savage hunting dogs pursue Eve and 
Bet (Joel McCrea) through the Jungles of the Island. The sequence 
begins as Zaroff sounds his hunting horn as a signal for his servant 
beck at the castle to bring the dogs. The hunting horn olares 
out the seme two note motif that opened the film and has been 
rieetlngly alluded to In earlier parts of the score. Then, softly 
at first, the strings begin a quick-moving galloping rhythm which 
will form the basis of the mujsic for the chase. For the next 
seven and a half minutes, Steiner ke«>5 that underlying 
going, varying It often In pitch and Intensity to heighten the 


tension. Over this, the other main themes are repeatedly reprised, 
paracFiissed or distorted, and hammered by Steiner Into a pulse- 
Wjlckening portrait of panic. At the height of the chase, when 
cornered by Zaroff, BoO feigns being shot end fells into e small 
waterfall. Zaroff, presuming him dead, takes Eve beck to his 
castle as his prize. The hunt ends with a discordant version of 
Zaroff's theme (snarled by muted traibones end trinpets), followed 
by the two note motlff of the hunting horn, which quickly fades 
into silence. The hunt is over. . .for the moment. 

Later, Bob returns to the castle and surprises Zaroff. A fight 
ensues, during whidi Bob stabs the couwit with one of his own arrows, 
and kills off Zaroff’s servants. During this, Steiner once again 
assembles all the main themes into a frantic medley, as he did 
In the hunt, «mlch is only fitting. After all, Isn't this scene 
the reel conclusion of the hunt? 

The film ends with BoO and Eve escaping In Zaroff's launch, 
as the mortally wourxled count falls frtn a castle window to the 
petlo iWiere his hourxJs are kept. As the motorboat speeds into 
the distance, and the end titles appear, a full-blown rajor key 
version of the main theme, devoid of Its former menace, fills 
the soundtrack. SupetiufKised over Its sustained final chord, 
a short restatement of the hunting hom notes and one last euthorita- 
tive reading of Zaroff’s motif bring the film and its score to 
a most satisfying conclusion. 

THE KST DANGEROUS GAME was certainly one of the most. If not 
the most. Important genre score up to that time. Steiner of course 
surpassed himself the following year with his classic score for 
KING KONG, which carried on his penchant for leitmotifs, but took 
a different route In terms of overall soujkJ. Full of dissonances 
and bold orchestral gymnastics uxicoamon to film music of this 
period, the score was looked at hostllely by some of his friends 
In America and Vienna as being quite modernistic. Soon after 
this, he also worked on the SON of KONG, but since much of that 
score Is simply reworkings ften the first film (usually reorchestra- 
ted for smaller orchestra), it isn't worthy of the great accolades 
afforded KING KONG vk] T»C HOST DANGEROUS GAME. 

The last of Steiner's "big three" genre scores from his RKO 
period was St (1935). It was one of his last films for RKO before 
departing for Selznlck International and Warner Brothers, end 
It proved to be a grand exit. Not since KONG had Steiner been 
handed such an imagination-stirring assignment. Based on H. 
Rider i*ggaid‘s famous novel, the film follows the exploits of 
scientists Horace Holly (Nigel Bruce) and Leo Vlncey (Randolph 
Scott), and ju<st-along-for-the-ride-to-provide-love-interest Tanya 
(lackluster Helen Mack) as they discover the lost city of Kor. 
The ancient civilization Is hidden In the mountains of trw Arctic, 
and Is ruled by "She-who-must-be-oteyed," a centuries-old queen 
who has gained Imnortallty by bathing in a "Flmse of Life." Upon 
seeing Vlncey, She Is convinced that he Is the reincarnation of 
her lover (Leo's ancestor, John Vlncey), whom She killed In Jealous 
DR. JEKYLL AND MR. HYDE (1931): An example of an 
early horror film whose main body Is largely unscored. 
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THE HOST DANGEROUS GAME (1932): The score Is saong 

Hax Steiner's best achieveaents -one of his favorites, 
anger centuries ago. She tries Co persuade Leo to bathe in the 
flame mlth her and spend eternity as lovers and rulers of Kor. 
Only «hen She threatens to have Tanya put to death If he refuses, 
does he agree. To prove to the fearful Leo that the flame *111 
not harm him, enters the flame first. Much to everyone's 

surprise, especially She's, It is discovered that the second exposure 
to the flame takes away the power the first gives. She withers 
Into a pitiful, ancient creature and dies. 

As a main theme for Che film, Steiner composed the "Queen's 
Thane, "an odd mixture of beauty and power. It begins with the 
same three descending notes which form the famous KING KONG motif, 
but continues to descend further, through a melodic extension. 

The theme is used carefully in Che film; it appears immediately 
In the mein titles, but then is held In reserve, being brou^t 
Into play only occasionally as a sort of element of foreshadowing. 
It is alluded to In several cues, sometimes half hidden In the 
mslcal fabric, but begins to become more pronounced as the explorers 
near their first meeting with She, and finally makes Its first 
truly major appearance as She is seen for the first time. Strange 
Crass fanfares fill the throne rcom. Suddenly, all Is quiet except 
for the tfxjstly reverberations of a gong. As She appears, soprano 
voices intone the "Queen's Thane” over arpegiated harp chords. 
It is an une:^iected and particularly chilling effect, at once 
establishing the other-worldly aura of the charactar. Another 
effective use of the theiw wcurs during a later scene In which 
Leo tries to explain to She that he Is not her love, and that 
he haa sought out the flame of life only as a scientist. After 
waiting centuries for her love to return to her, this of course 
Is not at all le^t tfa wants to hear, and to^ma^Ced strings play 
her theme, followed by anguished violin cadenzas, exptassing her 
love for John Vlncey, and the pain she Is feeling. In contrast 
to this, the theme also appears in rather nasty brass versions 
to depict Che cold and ruthless side of She, as she destroys anything 
that might stand between her and her love. 

Steiner also provides a motif for Vincey, based on a flowing, 
descending five note thewe. It is som e what evocative of typical 
Hollywood Egyptianesgue themes, calling to mind nublans slowly 
waving huge feather fans, as servants feed grapes to their raster. 
But, Steiner rescues it frcn stereotypicality throu^ odd or irex- 
pected harmonies or instnnentetlon. It Is usually played during 
scenes in which John vlncey Is discussed, and later as She begins 
to convince Leo that he really is the reincarnation of his ancestor. 

Tanya is also given her own thane, a troubled minor key melody 
indicative of her generally sad life. About miihay through the 
film, a new theme onerges from Tanya's, expressing her growing 
love for Leo. It is a simple but very pretty melody, comprised 
of several consecutive variations on a descending two note theme. 
It is heard only once during the rain body of the flln, as Tanya 
tells Leo what would make her life happy. The theme does not 
appear again until the end of the picture. 

Some interesting Interplay between these major themes appears 
at several points in the score. For Instance, during an argument 
between She and Tanya, as they vie for Leo, the Queen's theme 
and Tanya's theme engage in a heated dialogue, interpolating at 
one point a fleeting reference to the Vlncey theme to accentuate 
the topic of their debate. 

The final scene of the film also features a deft handling of 
all the major thames. Weeks after the end of their great adventure. 
Holly, Leo, and Tanya sit in front of a fireplace as Holly reads 
from his written manuscript of their irbelieveble experience. 
Leo reflects, "It seems as though It couldn't have happened. 
No ore could believe it ijUess they'd been there with us," a's 
an eerie vibraphone rendition of the "Queen's Theme" is played, 
followed iooediately by the Vlncey theme on violins. Both themes 
fade away in a diminuendo coda of descending vibe chords, suggesting 
• resolution to the ill-fated She/John vlncey love story. The 
attention is then turned to the new love story at hand. A reprise 
of the TanyeAeo love theme expresses Tenye's belief that there 
is a flame of life right in theli own fireplace, "the flame in 
any fireplace, in any hone where two people live and love each 
other." An ascending series of bold brass and string chords leads 


the score to protracted finale as the "Queen's Theme" makes one 
last stately appearance over an impassioned, sustained chord from 
the full orchestra. 

Throughout the film, Steiner creates his own mysterious world 
through the music. Aside from examples already mentioned, there 
is also a lengthy (over eight minutes long) sacrificial dance 
sequence which perfectly captures the unique exoticism of the 
story. It musically speaks of the distant, the exotic. . .but 
manages to elude geographic pinpointing. The dance is full of 
throbOing rhythms reminiscent of African or American Indian music, 
and yet the odd clarinet Interjections seen to suggest something 
more Egyptian In character. Added to this ace Chinese or other 
Eastern influences such as the xylophone, gongs, ana finger cymbals. 
Then, to add an even •stranger flevor, dissonant brass fanfares 
are stirred in. One cannot say it is the njsic of this country 
or that, but simply of sene mysterious, distant land. Through 
this expert suggestion, and at the same tine, avoidance of certain 
musical styles, Steiner helps keep the viewer in a new and different 
land unlike any other. 

From the ancient world of Kor, we turn to the world of the 
future for Britain's first outstanding genie score. Sir Arthur 
Bliss' music for THINGS TO CC*C (1936). Earlier British entries 
such as TRANSATLANTIC TUNNEL and THE CLAIRVOYANT (both 1936) con- 
tained serviceable but lackluster scores. In general, early British 
film music has a rather staid quality to It: a prim and proper 
attitude which rarely ventured outside already charted musical 
territories. This is not to say it was poor music, but simply 
that it took few chances. In direct contrast to the generality 
is Bliss' innovative THINGS TO CCME, a study in interesting rhyttns 
and contrasting styles. 

It was at the suggestion of H.G. Wells himself (who, aside 
from writing the screenplay, also oversaw many aspects of the 
production) that Bliss was acquired to write the music. The use 
of music in this film was a major step forward; as from the start 
Wells had envisioned the music as an Integral part of the storytell- 
ing process. His final screenplay is papered with specific refer- 
ences to the music and its purpose. 

With its first notes, the score sets the serious tone of tlw 
story. The London Films' logo is ushered in by chimes, hu^ bells, 
and militaristic druwning, which segue into the min title tajsic, 
a funereal portrait of the ravages of war. Its scebei tone suggests 
the bomP-ravaged cities, the desolation, the deed. As the credits 
come to e close and the story begins (in "Everytown," Christmas, 
1936), the music suddenly shifts into a major key and a choir 
sings "The First Noel" as scenes are shown of decorated storefronts 
and people rushing home for the holidays. The joyful song is 
Interrupted, however, by an ominous tris’pet and drum fanfare as 
a news-vendor is seen selling the latest edition, its headlines 
announcing Imoending war. The chorus attempts to lesune its Joyful 
singing with "While Shepherd Watched Their Flocks" and "Cod Rest 
Ye ktsrry, Gentlewen" but is more and more frequently Interrupted 
by the brass and percussion of inewndlng doom. During this short 
montage, the music has already helped define one of the points 
of the early part of the film: war can dictate an end to everyday 
living and could strike anywhere, anytime. 

During the next scene, at the home of John Cabal, children 
play with their new toy soldiers and toy tanks as the adults discuss 
the growing possibility of war. during their conversation, a 
sprltely ballet is playing on the radio. Originally it serves 
to uTderscoie Uw children's games, but as the scene progresses, 
end war Is announced, it darkens in mood. The njslc ends with 
an ironic twist. Ajst before Cabal switches the radio station 
to find news of the outbreak of war, the nusic quickens to a bright 
march tempo, with flutes cheerfully piping e lively melody. It 
serves to accentuate the horror of the moment by playing against 
it, by providing music more suitable to the children and their 
toys. It sets as a solid contrast to the ensuing scenes of grisly 
battles, of bombs and carnage, which are underscored by an ever- 
onward-moving march, built upon the steady, incessant beat of 
draws. A driving motif for the strings appears in the basses 
and celli, and climbs to the ipper strings. Suddenly, trumpets 
enter, sooxllng a call to anas. The march is then extended into 
e second section titled "Attack," which continues the basic drun 
beat, but adds on top of it a Jagged melody line with many large 
and owxpected leaps between notes. Several variations of "Attack" 
are used in conjunction with the "Harch" for the battle scenes 
which show the passing of the years, the development of greater 
weepons, end the destructicn of most of civilization. 

The second pert of the film deals with the devastated wasteltf<ds 
of 1970, and the "wandering sickness," a plague. Bliss supplies 
several bleak and desolate cues, one of the most effective being 
"The World In Ruins." it consists of a series of dissonant chords 
which build in intensity as thou^ crying in orguisn and seeking 
shelter by trying to resolve into a more peaceful sounding chord. 
But no rest is given, and one chord of hopelessness simply modulates 
into another of even bleaker dimensions. Over this, flutes repeat 
a ftagwent of a soul-less melo^, trying a different key each 
time. At length, trombones end a tnmpet enter to conclude the 
piece with a "Taps”-Uke phrase. 

In the midst of Everytown's despair rules Rudolph, the Boss, 
a sort of self.knade leader, still waging wars with wtwmevei is 
left to fight. Bliss provides the Boss with an energetic march 
theme, iWilch combines the typically heavily accented march beat 
with syncopated punctuations by drums and cymbals. The optimistic 
sound of the piece only helps point out Everytown's meager exlstove, 
and Rudolph's Inability to realize that there's nothing left to 
fight for. 

The next phase of the music deals wlW the rebuilding of civiliza- 
tion, and provides a showcase for Bliss' music. It begins as 
the great airships of the worldwide reformation organization "Wings 
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SHE (1935): Max Steiner's theae at once establishes 
the othar-eorldly aura of the title character She. 

Over The Mild" render the Inhabitants of Everytoan unconscious 
■1th the "gas of peace." Over shots of the graceful airships, 
a solo truipet plays a oedltative theme: a reminder of the hardships 
of aar, and at the same tine, a farexell to its reign. The orchestra 
enters playing a QulCk-pacM theme of hope nhich culminates in 
an extended fanfare as the scene shifts to the "Nings Over The 
Mrld" headQuarters at Basra, inhere John Cabal delivers his outline 
for the revitalization of the Mild. Under the latter part of 
his speech begins the rhythmic pounding of the music for the montage 
depleting the rebirth of civilization, mhlch covers sixty-six 
years of iMuildlng. Excavations and construction take place, 
autometion replaces manpower, huge new modem machines supplant 
older, cruder models, for the next seven dialogue-free minutes, 
the music paints a portrait of man’s slow, determined cliM) out 
of the dark ages of despair and into the llgfit of a new civilized 
world. The music is divided into three major sections, each with 
the sane underlying, untiring rhythmric pounding from the tympanl 
and/or piano. It is the unifying thread between the sections. 

The mjslc starts out heavy and plodding, with much enphasls 
on percussion (including tified anvils) and brass chords, but with 
each successive section it becomes slightly smoother and hopeful. 
The transitions are subtle: the anvils are replaced by the brighter 
sounding xylophone, and overall, the music takes on a more melodic 
texture. The climax is reached with a restatement of the fanfares 
thet began the sequence. The effect of this entire musical seouenca 
Is that of arduously climbing a steep hill. It begins to level 
off near the top, and the going gets a little easier. Finally 
the siMwiit Is reached, and one can look back in triumph at the 
hard work it took to get there. This is quite fitting, as the 
final shot of the sequence is an aerial view of the new Everytown 
in the year 2036. 

After this extended nusical tour de force, the film remains 
muslcless until the final scene, in which scientists try to fire 
off the first manned rocket to the moon before an angry mob of 
protestors storm the launch pad. 

"The Attack on the Moon Cui” bursts forth, with the brass excited- 
ly stating a four-note these very similar to the opening of Beetho- 
ven's fifth symphony (OA OA OA OAAAAA) over a battery of percussion 
and underlying strings. The orchestra whisks through several 
variations of the theme before burying it beneath a stampede of 
blaring brass chords end agitato strings. But the theme is always 
there Midst the fray, sometimes only In percussion form, beat 
out on snare drums. It emerges triusphant at the end of the cue 
in the form of exultMt choirs of brass and strings, accentuated 
by frenzied percussionists whose flailing arms strike away at 
cymbals, gongs, and different pitched drums. It teaches an abrict, 
breathtaking climax as the moon gun fires off Its missle toward 

After the deefenlng roar of the rocket subsides, the scene 
shifts to an observatory where Oswald Cabal and Raymond F’assworthy 
watch the rocket's flight amongst the stars on an enormous telescopic 
reflector. A calm eood is established by a noble yet flowing 
piece In which the string section takes the starring role, essisted 
by members of the brass end winds. Although it is a pleasant 
enough melody. It Is repeated several tines with little variation, 
and does little to capture the strength of Mils' famous philosophi- 
cal dialogue. Mils himself wrote in a 193A letter to Bliss that 
he was not sure the music fully captured the exaltation of "the 
marching song of a new world of conquest among the atoms and stars." 
It Is not clear Mather Mils was referring to this final version 
or to some earlier, even less exaltant Incarnation. The mlody 
does finally begin to increase slightly in intensity, through 
the infusion of more brass, as Cabal delivers the sci-fi hall 
of feme closing speech, cknl concludes with, "It is this, or 
that. All the Universe, or Nothingness. Which shall It be, Passwor- 
thy? Which shall it be?" On that cue, a large chorus triumphantly 
enpts Into three sung restatements of "WhlOi Shell It Be?" accented 


by trumpet fanfares, before closing the 
and orchestral fortissimo chord. 

THINGS TO COC can be regarded as one of the earliest instances 
of a coeposer being given so much consideration during the pre- 
prockjctlon stages of a film. Bliss was on hMd from the start, 
to grow with the film, and let his ideas coaulngle with those 
of the other personnel. Some sequences Mre scored first, and 
edited to match the music. 

Bliss approached the scoring of THIMS TO COmE from a rather 
broad stanctiolnt, choosing to envelop entire sequences in a particu- 
lar atoospheie, instead of concentrating on specific Incidents. 
It Is a method which works for this film as well as Stainer's 
use of leitmotifs in tie MOST DANGEROUS GAME and SIC. 

The point Is, there really is no set way to score a film. 
This was learned In the early days of scoring, and continues to 
apply today. Each film has Its own requirements. Mat works 
for one might ruin another. But the destination Is the same regard- 
less of the route taken: to help create a eood, or trigger a 
certain emotional response In the viewer. A great debt is owed 
the early coaposets and producers who believed In the emotional 
power of serious background scoring in films, and fouc^t to prove 
their beliefs. It was they who helped define the purpose of film 
music and create an art form from out of what was once arbitrary 
piano bangings to caeouflage the unmelodious racket of the projector. 
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Mhen tr« modern masters of the horror film are discussed, the 
same names seem to occur again and again tilth Increasing freiyjervy; 
Brian OePaima, George ’tomerb, John Carpenter, David Cronenberg, 
and possibly Tobe Hooper. Each of these men has amassed an impressive 
and interesting body of wrk, but there is another director tolling 
in these same vineyards mho consistently has been overlooked in 
most assessments of the trique talents morking in the horror genre. 
He is Larry Cohen, a director ikxi can be considered sui generis , 
unique, in a class by himself. His aork lacks the polish of OePal- 
ma's or Carpenter's, not does he deliver the visceral shocks that 
Romero does, but like Cronenberg, he is ixiguestion^ly an original. 

Apart from his sequel to IT'S ALIVE, he has never repeated 
himself in the genre. Mhlle he is unquestionably an auteur - 
nriting, producing, and directing all of his oan productions - 
he does not repeat himself the may many auteurs do, though he 
does favor some themes and approaches In his mrk. His films 
are loa-Oudget and lack the slickness of his peers, but they typical- 
ly have good performances and are aieays full of interesting ideas 
in a field kno«n for empty-headed, cookie-cutter films that seek 
to do nothing more than push the same manipulative buttons in 
the vlener over and over again. As a result, whatever his strengths 
and weaknesses, Cohen can seen like a breath of fresh air In the 
midst of a largely stegnant genre. 

Bom in New York City in T93B, Cohen began his screen career 
as a television screenwriter. As a child, he had made a spy film 
using an 8>m> camera, and Cohen's fontess for thrillers continued 
when he became a screenwriter, scoring his first success with 
an adaotatlon of an Evan Hunter novel for The Kraft Television 
Theater . He later became a regular writer for The Defenders and 
created the series Branded and The Invaders . He wrote the scripts 
for such films as Return cf the seven and dadoy's core a-hunting, 
the latter being an exciting tale of a psycho stalking a young 
girl and kidnapping her baby which was directed by Hark Robson, 
who also directed Seventh victim and ISLE CF Tte dead for val 
Lewton. However, Cohen was disappointed with the casting of OAOOY, 
and that spurred him on to produce and direct his own films from 
then on. His first three films - BLACK CAESAR, 90HE, and HELL 
UP IN HARLEM - were all blaxploltatlon films that at the same 
time rejected the basic rules set down for this subgenre. His 
black lead characters weren't sympa^tic, heroic, guiltless, 
or victorious. One of the basic tenets of Cohen's films is that 
there are no heroes, nobody who is wholly good and pure. Unlike 
most action directors, Cohen always tries to make morality central 
to his story, and as a result there are no clearcut definitions 
of good and evil in his films. The lead characters must deal with 
moral Issues and rake decisions, and they nay not always be the 
"right" ones. 

His first venture into the fantastic genre was "false Face," 
an episode of the Roeld Oahl-hosted wav Out series on CBS. It 
was about an actor playing the Hunchback of Notre Dame who copies 
his face from an unfortunate derelict and tten finds that the 


face will not cewe off. Dick Smith executed the make-up, which 
was an uglier version of Lon Cheney's make-i® for his HUNCHBACK 
OF NOTRE DA*. (See CFQ and the title-page art for the 
Dick Smith interview - elsewhere in this Issuel] 

Cohen created The invaders and wrote about 20 stories for it, 
but he began to be dissatisfied with It. "1 was Involved with 
it In its first season," he later recalled, "and oy the time the 
show was In its second year, almost everybody in the show has 
turned out to be an invader. . It was narder to find out who wasn't 
one. The show would have been much rate fin if there had Oeen 
fewer Invaders in it. It would have been fun figuring out who 
wes who, end elso, I felt the stories needed to be better as it 
went on. I Chink it was a good series, and actually it would 
be very successful again if they reissued it now with v and every- 
thing on television. 

"It's fumy. I was going to do a show called The New Invaders , 
which was exactly the same format as V, which was suOnitted aroind 
and got turned down by all the networks. That was two years before 
± came on, but generally I don't do anything about those things 
because the idea of aliens conquering the world 1$ not such en 
original idea that you start to worry that somebody stole it." 

Soesklng of original ideas, Cohen's first horror feature was 
an old horror concept. Innately evil children, but with a unique 
twist on it. This tira the kid was an infant, a killer baby if 
you will. The title itself was a tribute to one of horror's most 
memorable moments, when Frankenstein shrieked, "It's alive! I" 

IT'S ALIVE (1974) was largely burled when Mamet Brothers origi- 
nally released it directly to the rural drlve-in curcuit. The 
film Is usually mentioned as an early credit for Rick Baker, who 
created the terrorizing tyke, or a late film score for Bernard 
Herrmann, who did a fine job scoring it. The film begins sixvlv 
enough with Frank and Lenore Davies (John Ryan and Sharon Farrell) 
going to the hospital to have their second child. However, there 
appears to Oe sene difficulty with the birth. Suddenly, the father 
in the waiting room sees an orderly stunle out of the delivery 
room and die at his feet, Frank rushes in and finds chaos, the 
hospital staff deed, his wife barely conscious, and no si^ of 
the kid. Apparently, it is revealed, the baby was some freak 
of nature with razor -sharp claws and superhuman strength. 

Adnittedly, this is a ridiculous pteaiise to make a film out 
of, though such premises are typical of Cohen's work; however, 
if the audience is willing to suspend its disbelief and go along 
with the story, the novle becomes fairly exciting and quite enjoya- 
ble. Just as the film was influenced by THEM, setting the climax 
in the L.A. sewers, there is a flashlight scene, the look of which 
Steven Spielberg boriored for E.T. Because the baby model couldn't 
be aniMted very well, Cohen wisely decided to show only quick 
cuts so that it is barely glimpsed, which help make the scenes 
with it more effective. The unseen always holds a greater potential 
for terror than the fully disclosed. Even a terrific monster like 
Rob Etottin's in Carpenter's THE THING - a variable living, breathing 
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nlghtmaie - can becctne adjusted Co by the audience thinking, "Oh 
well, It's only special erfects!" The film features many fine 
supporting performances from such actors as Michael Ansara, Guy 
Stockwell, and Robert Emhardt, plus one of the most raemoiable, 
simultaneously funny and honiflc scenes ever in which the baby 
attacks a milk truck, and we see the milk that's spilling out 
the back slowly turn ted. [homage to the blood under the door 
In TtC LEOPARD KAN?] 

IT'S ALIVE also establishes a couple of Cohen trademarks. 
Cohen believes that terror beglhs In the home. [See, for example, 
his film BONE aka DIAL RAT FOR TEFtROR or BEVERLY HILLS NIGHTMARE 
■here Yaphet Kocco terrorizes an upper class household by threatening 
to rape and murder an executive's wife If he doesn't come back 
with the ransom money, but the executive decides to leave town 
with his lover Instead.] The Family is a very Important, central 
unit in most Cohen films, but It is also Che source of much angul^ 
and terror as the people living together expose unexpected sides 
of their personalities, Another aspect of Cohen's writing Is that 
he firoUy believes that a plot is more than a collection of Inci- 
dents. His characters change in the course of the story because 
the events they encourtet alter their viewpoint. 

This Is strikingly portrayed In IT'S ALIVE with Frank’s gradual 
acceptance of his new "sor." Initially repulsed and seeking to 
kill it like everyone else, FrarSx comes to accept his monstrous 
son and see things from the Infant's point-of-view. Everyone 
has appeared threatening to It and large masses of armed guards 
are gathering together to hunt it down, while the baby's actions 
have been far from sympathetic, audience empathy is nonetheless 
aroused when we see that the creature is hungry, cold, and frigh- 
tened. Frank accepts the responsibility and accepts the child 
as his own, nurturing it and protecting It. 

The infant, In turn, progresses from the hospital to the school 
of his brother, coming ever closer to the Davies hone. Mrlle 
guardsmen trapsing through the darkened school make for an eerie 
scene, one begins to wonder why somebody doesn't Just turn the 
lights on. As Cohen recalled, "When we tan the picture at UCLA 
for Arthur Knight's classes, he said, 'This is obviously a low 
budget picture because nobody ever turns the lights on,' This 
film's a big favorite of Spielberg's. He's told me he loved the 
picture. Me picked up a few elements which you see later In E.T. 
A lot of people have borrowed scenes from the picture. Tnere's 
a big steal from it In a picture called PROPHECY, about an ecological 
monster that was going around In the swamps. Imagine that, a 
good director like John Frankenheltaer stealing from me?" 

The film ends with some officials asking Frank to drop the 
baby so they can shoot It. Instead, the father hurls the baby 
at the official he considers responsible and the kid becomes riddled 
with bullets. Said Cohen, "l left the eno the way It is because 
It's like when Alex Guineas falls on the plunger in BRIDGE ON 
THE RIVER KWAI. You never know whether he fell on It on purpose 
or whether It was an accident. You're not sure whether he destroyed 
the bridge because he realized that he had done something wrong 
or whether he accidently falls on the plunger. 

*1 didn't want you to be sure whether he threw the baby away 
from himself because of fear, because he knew the baby was going 
to be shot, or because the man he was throwing It at is the one 
who Is really responsible because he was the doctor. Remember, 
there's a scene In IT'S ALIVE where they talk about the phaimeceutl- 
cal guy - the guy from this pharmaceutical company is telling 
this doctor, 'M; don't want the baby captured alive; we want it 
destroyed so there can't ever be any affirmative decision as to 
what caused this.' Whether It was birth control pills or some 
medication that the woman was taking, it would be much better 
if no one could ever determine wnat caused it. 

"Basically, wnat you have there Is the pharmaceutical people 
who are selling people potentially dangerous products. Obviously, 
we were way ahead of our time because It turns out that there 
Is a famous birth control product that now has been determined 
causes damage and deformities to children and cancer to mothers. 
There's another device • a shield, and If you ever used this shield, 
you should go In and take a medical examine. That proved that 
the company knew the shield was dangerous for many, many years 
and still kept silent about It. So there definitely Is a progression 
between IT'S ALIVE and T»€ STUFF, where people are selling this 
killer Ice cream to the public even thou;^ th^ know It is deadly. 
If people are buying it, that's their problem, isn't it?" 

However, IT'S alive almost died aboming. Recalled Conen, 
"Hamer Brothers didn't have enough money In It. Usually a studio 
doesn't try too hard on a picture they don't have too nuch faith 
In. Actuelly, they'd gottw to 197A and they had THE EXORCIST 
at the swe time, and all theli effort went Into TFC EXORCIST. 
They really didn't have any time for a smaller picture because 
they were making so much money with TFC EXORCIST; they couldn't 
believe It. 

"So they Just kind of put IT'S ALIVE aside, put It out on drive- 
ins, and forgot about it. I kept saying that the campaign was 
lousy. It didn't tell you what the picture was about; it didn't 
mention the baby or anything. They were afraid that the baby 
Idee would turn the audience off. 1 said, well. If that's the 
case, we should never have made the picture. That's what the 
picture is about. You go out and sell the picture. You don't 
sell people oranges and give them apples. That never works. 
No matter aPet you got, tell than i^t you got. If they want 
to sea it, they're gonna come, and if It was worth making the 
picture in the first place, you should be able to tell them rfvt 
It's about and they should cone. But you've got to tell then 
iWrat It's about. 

"So finally a new administration came Into Hamer Brothers 
- the old people left and 1 went back to the new people. There 
was a guy named Arthur Ranson, who'd been with Clneraaa when Cinerama 
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The original advertising campaign from IT'S ALIVE, 
did a picture called MILLARD, and he'd come up with the HILLARD 
campaign, and he was now head of advertising for Hamer Brothers, 
he ran the picture and he thought It was a good picture. He called 
me up and told me, 'I ran your picture like your asked me to, 
and 1 thought it was a very g^ picture, t looked at the original 
C 8 npal 7 > and I thought It was terrible. I think you got the short 
end of the stick and I'm gonna see If I can help you.' 

"Then Terry Semel, who was head of distribution and booking 
pictures, said this was a good picture, a good thriller. He looked 
at the previous history of the film and he thought that the picture 
hadn't really been released, so they test marketed the picture 
with a new campaign and it did very well. Then they said to me, 
we're going out with the picture in six months because we want 
to hold It back. He have a ^leclflc time we want to open It. 
And that scared the hell out of me because 1 figured in six month's 
time these guys could be fired ano I'd have to deal with another 
administration. 

"But that's the way It was. Me waited, and we opened the picture 
In '77, and that was three years after Che picture had originally 
opened, and the picture took off. For two weeks, It was the nunber 
one picture In America. It ended up Oolng about S36 million, a 
plctura from nowhere. That was, of course, In the world markst, 
U.S. and foreign. In the meantime, the picture won the Avolrez 
Film Festival (Best SF Film category), but that didn't lapiess 
Mamer Brothers. Nothing Ijipressed the original people. It wasn't 
until after they'd left that 1 was able to get the picture broo^t 
back to life. That goes to show, you never should give up on 

Since the first IT'S ALIVE proved so successful, It was almost 
inevitable that It would spawn a sequel, which It did in 197B 
Hlth IT LIVES AGAIN [aka IT'S ALIVE PART II]. The first film 
ended with a report that another murderous baby had been bom, 
but this sequel offers three of the terrorizing tykes. John Ryan 
reappears as Frank Davies, now determined to save the kids and 
tame them. He Joins forces with sclentists/doctois Perry and 
Forest (Andrew Duj^ and Eddie Constantine). Opposing than Is 
Mallory (John Meiley), a cop whose wife died on the operating 
table giving elr^ to her mutated baby. 

Sowewhat In the middle are the Scotts (Frederic Forrest and 
Kathleen Lloyd) Hho adult that their kid Isn't very Mil behaved 
but who aren't ready to see It blown apart by the national guard. 

Despite the good cast, the film suffers from seeing too much 
of the killer Infants - their obvious phoniness beccnlng more 
apparent In the sequel - and from having to set up situations 
■here Uiese relatively defenseless tykes can get close enou^ 
to their armed targets to attack. 

Cohen agreed that "the less you saw, the better off you were. 
In the second picture, we felt that If people cane back and paid 
another five dollars, they had the rl(^t to see a little bit more, 
but I was wrong about tfet. It was much better If the babies 
were seen less. He saw more of the babies in the second picture 
end M should have had less. 

"But I Just felt M couldn't nave then come back and pay five 
dollars again and not show them the baby the secorv) time. You 
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Kakeup artist Rick Baker poses slth Ms creation - 
the Bonster/baby fro* Larry Cohen's IT'S ALIVE, 
see, the first tine it was logical because the baby was bom and 
escwed frcm the ho^ital, arid the whole picture is the father 
looking for It arw) he never sees it until the end. So all right, 
that's Ok, There's a logical reason rat to show it. 

"Out In the second picture, about a third of the way through 
the picture, people cone to a house where the b«>ies ate kept 
in a basenent in cages and are being raised. They're in captivity, 
and there's no reason in the world that you can Justify not ^^ing 
then, because if I didn't show 'en, it would be a total cheat. 
So I was trapped into the fact that iogiceliy, in dealing honestly 
with the audience, 1 would have to show them. I tried to keep 
it brief, but in showing the babies, you take some of the naglc 
out of the creation because the great tease is what do they look 
like?" 

IT LIVES AGAIN Contains hints that the babies night be the 
next step up on the evolutionary ladder. The fact ^t two of 
them are named Adam and Eve gives them religious overtones as 
well as suggesting they nay be the progenitors of a new race. 
However, the religious conceits of IT LIVES AGAIN pale in coaperlson 
to GOLD TXD HE TO [aka OCMON]( I97fi) , in which aliens from outer 
space (where else?) Impregnate two virgins and produce a hybrid 
race. [The same sort of situation was explored In John Wyndhan's 
The Hldwlch Cm^s . which was filmed as VILLAGE CF Ttt OAWCD.] 

However, unlike VILLAGE, Cohen plurbs the idea for Its religious 
significance. Said Cohen, "Hy theory was that if a superbeing 
was bom on Earth, like Clark Kent, let's say the Siverman story 
is treated realistically. So this kid is bom; he cvi see throu^ 
walls, he can fly, he has superpowers and everything. He goes 
to church every Sunday and he hears about Jesus Christ. He Idvows 
he can do all these things that no other human can do, so he hes 
to fijjre he's Jesus Christ reincarnated, right? Reincarnated 
because we're waiting for him to come back. He's not going to 
think he's an alien from another planet. What is he going to 
think? The Whole culture here, the whole of Western avlllzation, 
is waiting for the Messiah to show up. So an alien with superpowers 
becomes convinced in his own mind that he's God. 

"His mother is a virgin, following the prophecy. She's convinced 
that he's God. tfc really didn't have time to explore all the 
details of it, but it's a very interesting theory that an alien 
being bom on Earth could very well mistake himself for Jesus 
Oeceuse the prophecies of Jesus' ccmlng tie in so closely with 
■Wwt an alien night end up being, looking like us, and yet having 
all these superior powers. 

"In this particular case, there were two of them. Tony LoBlanco 
had all the recessive traits, and the other guy (Richard Lynch) 
had all the traits that were dominant because they were going 
to have a mating at the end; and that's really a crazy idea." 
The character played by Lynch has a vagina in place of a male 
organ so that he can mate with his brother. However, Lyrch is 
mentally disturbed and has been causing sane pet^le to turn into 
assassins iF«, >Fien cau^t, can only ei^laln their actions by 
saying, "God told me to." 

The film did not perform well under Us original title, so 
the film was cut and released under the nonsensical title of OEMCN. 
Among the scenes cut were scenes which more clearly explained 
Tony LoBianco's aversion to having children and a meeting between 
the would-be Messiah and twelve bankers on Wall Street. The original 
title of the film, ALIEN ENCOLNTER, had to be scrapped when the 
film that later was released as STARSHIP INVASIONS advertised 
with that title first. But then, the title would have given away 
the solution to the mystery behind the apparently motiveless killings 
too soon. 

Religious syuPolism is Incorporated throughout even to having 
one of the twelve bankers betray the alien, Bernard FTiilllps, 
to the police end to his having Pentecostal flames above his head. 
A favorite scene of Cohen's was the one where the executives discuss 
whether to follow him or not. One of them says, "What kind of 
God is it that deals in murder?" Another man replies, "Well, 
read the Bible, vou'll know about a Cod that deals in murder, 
for crying out loud, He nurdered almost the entire human race 
because He got angry cne day and drowned everybody. He made this 



Here John Ryan, the father of the monster/baby, cannot 
decide whether to shoot his son or not - IT'S ALIVE, 
one sacrifice; He killed the first-born of every Egyptian; He 
smote this one and He smote that one." 

Said Cohen, "They (the businessmen) also looked at all the 
gods In Greek mythology and all the gods going as far back as 
you can In all the different priiaitlve cultures and everything. 
Religion always seems to have something tied up with virgin birth, 
raising from the dead, changing into sowie kind of an animal, changing 
into sane Other kind of form. There's always a lot of killing 
and striking down anybody that doesn't believe in them. 'You 
don't believe in me?! Prtiewl!' God is a very violent creature, 
end in G(X) TOJ) IC TO, we said that." 

Even before the outrageous climax, the showdown between the 
two brothers, GOO TOLO )C TO has some fairly interesting scenes 
amid its often ciussy exposition. Two scenes stand out: a confront- 
ation between Tony Loeianco and Sandy Williams as a sniper who 
comits suicide because "God" told him to, and a chilling scene 
where a nan explains why he killed his fawlly, quietly stating: 
"Hs's done so much for us - I Just thought It was time we did 
something for Him." 

Additionally, another subtext Is added to the film because 
both these characters come off as being gay. In fact, homosexual 
critic Robin Wood has Interpreted the whole picture to be abbut 
"the repression of blsexually within Christian patrlarcfal culture," 
■Plch seems to me to be a load of dingo's kidneys. However, it 
is true that there is an obvious conflict between the repressed 
(LoBlaixn with his Catholic upbringing) and the unrepressed (Lynch) 
in the film, though LcfiiancQ's repression does not prevent him 
from having both a wife (played by Sandy Dennis) and a lover (play^ 
by Deborah Raffln). 

Com men ted Cohen, "I guess you can find a gay subtext in any 
movie you want to find it. Actually, when I was casting the picture, 
it occurred to me after casting Sandy Wliilaris in one part and 
another »jy in another part - these were all well-known actors. 
Sandy Wllilams had won the Tony award for A CTotus Line; the other 
9jy who played the man rfw killed his children waTT well-known 
Broadway and stage actor, and they were coming off as being gay. 
I said to myself, som^My's goi^ to say tMt this picture is 
all about homosexuals, and sure enough, Just wait long enough 
ebody said it. I thought that as long as I was going that 
! would leave it that way. Maybe that's why 1 put that 
: the end about the alien wanting to mate with his brother." 
i interesting to note that Loaianco does not feel released 
until after the destruction of his brother. Slmilerly, in IT 
LIVES AGAIN, the relationship between Eugene and Jody Scott is 
strained, largely Oeceuse of Eugene Scott's ambition. He's asked 
nis wife to give ip her career in favor of his and has been very 
demanding, which suggests that their mutant offspring might Be 
a by-product of the tension in their marrlege (something like 
“the brood" in Cronenberg's film being a manlfeslation of s person's 
rage). The couple cannot even beer to touch one another until 
they achieve catharsis at the end when they tnust kill their child 
to save another life. The sacrifice somehow brings the pair together 
as they seek solace in each other's arms. 

Again, both these films ere about distruptions within faallles 
and about estrangement. LoBianco has a brother he never even 
knew about, end then having discovered him, rejects him utterly. 
The Scotts find their own child frightening end repellent. Q 
- THE WIN(£0 SERPENT deals with a character, Quim, played by 
Michael Morlarty, who has been estranged fron society and finds 
in Orntzalcoatl, the giant winged serpent of the title, the means 
to gain power, wealth, and respect by threatening not to reveal 
the monster's whereabouts unless his demands are met. 

"In general. 1 like to make a picture trwt is different, that 
hasn t been told before," Cohen e^qjlelned. "I guess there have 
^ movies about monsters in the city, maybe even flying monsters 
invading the Chrysler building, but in Q, we were more Involved 
with the character that Michael Morlarty played. The monster 
was really secondary to Mm. His relationships, what happened 
I, his relationship to the monster and to police, his 
^ip. It was really more about a Jailbird than a giant 
They both have the Initial 0. 
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Terrified doctors rusn « neeborn eonster/beby into 
tn Itonclid crib In a scene froe IT LIVES MCAIN. 

‘Actually, 0 MS tt« first title on the script, nhen I arote 
the script. Then I rade the picture and other people said, *1*611, 
Q doesn't $a^ right. People don't know what It neans. Is it 
a cue like In pool cue, or is It a cue for an actor to 90 on stage, 
or Is It a queue like you get on line? They felt it was too artiigu- 
ous a title, so (Seta) Arkoff, who was one of the flanclers of 
the picture, suggested we call it TtC MINCED SEPFENT. Actually, 
we probably should have called it TIC SKY SEFPENT. THE MINCED 
SEPFENT is a hard thing to say. 

‘Anyway, Ira Teller, idx) ms a guy In advertising, case up 
with that title and that's what they were going to call it at 
the Cannes festival for foreign sales. Meanwhile, I node a deal 
for dcnestic distribution with United Fiia Distribution Conpany 
and Sala Hasanon was president of the coepany, and he said he 
didn't like the title THE MINCED SEPPENT. He asked was that always 
the title? 1 said, no, the first title 1 arote was Q. He said, 
1 like that a lot better. Let’s go back to that. So that's what 
happened. 1 think Q is a provocative title and lead us to that 
little ad, 'g is Coaing.'* 

The file received sneak previews in 1982, but was not officially 
released until 1983, when it becam the first film Saajel Arkoff 
released after leaving Filmays (who had purchased AlP). Once 
•ore, there are huasn sacrifices to a phony god, this tine sene 
mad Aztec skinning people alive to revive his god, Ouetzalcoetl, 
while guim dispenses with sons annoying crlninal types by leading 
them to the bird's lair (actually, it's nore like a lizard's). 

Horiarty gives a wonderful performance, aleost Mklng nls sleazy, 
low-llfe character endearing, and the rest of the cast (including 
Candy Clark, David Carradine, and Richard Roundtree) are also 
quite good. The Mlnged Serp^t Itself seons like a stop-aotion 
throwback to the fifties'-style science fiction filmwaklng and 
was animated by David Allen. 

‘The difference with Q (versus other effects pictures), ‘said 
Cohen, ‘was that the effects were done after the picture was shot; 
whereas, a lot of times In ■ picture, the effects are done before 
the picture Is shot. But what happened with g was that I had 
been on I, THE JlAY and had not gotten along with the people, 
and we decided that we were not going to make the picture; we 
wanted to go our separate ways. 1 was feeling very depressed 
and 1 was still living at this hotel in New York City, and I was 
still seeing the people go to work everyday and come hone. I 
thought, what am I going to do? Am I going to pack up ay bags 
and go back to Los Angles? 

‘1 had this script called Q which was about this bird and every- 
thing, and I thought, Jesus, I bet 1 could get this thing into 
production in a couple of weeks, which I did. So two weeks after 
I left I, TIE JURY, we were shooting g. There was alAiost no prepara- 
tion at all. I got Michael Hoilaity and David Carradine and Candy 
Clark and Richard Roundtree, and Inside of two weeks we were shooting 
the picture, and the 1, THE JURY people couldn't believe it. 
They were working In the same hotel shooting another picture end 
they were having terrible difficulties. They were shooting Saturdays 
and Sundays and having 20 -hour days and the budget went over $11 
■illllon and the company went bankrupt. In the meantime, we were 
shooting our picture there, and «e finished the same time they 
did, even though we started much later than they did. But, of 
course, we had no time to plan for proper special effects befortfi^. 
Me had to do that afterwards. 

‘So then I brought the footage out and showed It to David Allen, 
and naturally, he and his people said, well, you know you shot 
this all wrong because you have all moving shots. He have to 
have stationary tfots to do this model animation. I said, I don't 
want stationery shots. I don't want the shot locked down, looking 
up a building, seeing a bird flying around the Chrylser building. 
I want the audience to be flying around with the bird. 1 want 
the shots to be in motion. He ^d he's never done anything like 
that before tut he'd try, so basically 1 think it worked out better 
because it represented a challenge to him to do something a little 
bit different for a changa. It worked out better." 

There has elsiost alMys been a market for a good monster movie, 
but Cohen feels that the ■mrketlng department concentrated too 
■uch of their attention on the flying plelosaur in the file's 
Bd canpalgn. ‘There were only six or seven minutes of special 
effects in the lAvile picture,* Cohen bantered. ‘I think the way 



Another victl* of the alien-bred Messiah alth a god 
complex froa Letry Cohen’s esoteric GOO TOLD ME TO. 
the picture was edvertisad, you would have thought there were 
30 minutes of special effects In the picture. They advertised 
it as a monster picture, so if you came expecting to see a monster 
like a King Kong movie and there ms only six minutes of monster 
in the picture, then you'd be diseppointM. 1 Ihou^t the film 
had Just Uw right Mount of special effects for what the picture 
was and iMiat It was bitended to be. 

"As it MS, the picture did a lot of business. It made almost 
a million dollars the first week In New York City alone, so we 
did very nicely with the film end mode a profit from It, but it 
Msn't a break-out picture like IT'S ALIVE. I think 0»t's because 
it ditf^'t have the proper campaign. A campaign of a giant bird 
flying over the Chrysler building with e girl in Its claw Indicates 
to the audience that they are going to see e movie that was all 
special effects or a Japanese monster movie or something like 

Hhlle Cohen is considered a triple-threat filmmaker - writer, 
producer, Md director of his own films - there are some screetplays 
which Cohen worked on which he did not end ip filming himself. 
One of these ms the script for SALEH'S LOT, the adaptation of 
the Stephen king novel which Tobe Hooper ended ip directing. 
The project ms scripted as a four-hour minlserles for television 
because it ms decided that it would have been too expensive to 
have done as a movie. 

Cohen's scrlot hs later lewiltten, and though he finds the 
results disappointing, he still sees that some elements he added 
were retained. He feels the problem with the project ms that 
‘you wait a long time to see a creature that supposed to be "Nosfera- 
tu* or something. However, it ms basically my idea to use the 
sane makeup as was used in the Humau film, which was somathing 
they did do. The actor who played the vanplre, Reggie Naldet 
- he's the actor in THE MAN MHO KNEH T{X) MUCH - he's not much 
of an actor If you leave him on the screen too long, but he has 
a good (i.e. sinister) look to him. I thou^t It was dumb and 
I didn't think it was a successful version of SALEM'S LOT because 
it didn't have any New England atmosphere. One thing Stephen 
King's books have is a lot of atmosphere of the location, of the 
town, and I felt the adaptors lost all that." 

Cohen also scripted the aforementioned I, THE JLRV with the 
intention of portraying Hike Haitiner as an anti-heroic psychopath 
whom the CIA manipulates to kill the people th^ want killed. 
Cohen also scripted a film which became SUCCESS, which was largely 
rewritten by the film's director. Cohen did menage to direct 
THE PRIVATE FILES OF J. EDGAR HOOVER (1976) from his own script, 
a film which he considers to be ‘investigative filnneking* end 
in the film makes what he considers an educated guess as to the 
Identity of "Deep Throat," the informant who broke Metergate for 
the Mashlnqton Post reporters. 

Unfortunately, the film following the success of Q, FULL moon 
HIGH, was burled when Fllmweys was sold to Orion, despite the 
fact that It Is one of Cohen's more entertaining efforts. The 
film was conceived as a sort of semi-sequel to I WAS A TEENAGE 
NEREHOLF and it constantly refers back on its own low budget. 
Adam Arkln is an ordinary nigh school student with a John Blrcher 
(Ed McMahon) for a father. The father decides to go to Trensylvania 
to fight Communism first-hand. [The trip overseas includes a 
comical atteovted hijacking and a shot of a toy plane Jerkily 
making progress over a map to indicate the route, and than getting 
smashed by a fist to indicate the final destination,] 

Of course, poor Adam mixes with some gypsies end gets bitten 
by e werewolf. At home, McMahon barricades himself In his boob 
shelter and fires at his son, only to have the bullet ricochet 
eround the shelter and kill himself. The years pass (Indicated 
by different shots of presidents on the wall; the picture containing 
Nixon crashing to tha ground), and Adam returns to his home pretend- 
ing to be his own son because as a result of being a werewolf, 
he hasn't aged. He falls In love and tries to convince his newfound 
gill friend that he's a werewolf by tying himself up and with 
her help filming the txartsforraatlon, but she be co mes convinced 
that he's Into kinky sex (which Is all right by her). Later, 
Alan Arkln, as a psychiatrist, is called in on the case, and he 
manages to lock Adam up In Jail. Comes tha full moon, the transforma- 
tion begihs, but a stray shot hits the cameraman and so the expensive 
special effects showing the transformation are never shown. Of 
course, the film goes for a big climax at the big home football 
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The fll)« Is very silly Out nonetheless hss a certain char* 
ana a sense of fun. it is refreshing In hoe It uses a handicap 
- the lack of an adequate budget - and ta«<e$ that an asset as 
It becomes the basis of many of the film's jokes. Recently, another 
fliiWBker has picked up on the same basic Idea elth TEEN WOLF, 
but elthout Cohen’s crafty humor, It seems rather ho-nuB. 

1985 alU be a big year for Cohen. He has teo films coming 
fron Nea Line Cinema and Embassy, as nil as nc STIFF from Ww 
World. His film reHFECT STRANGERS (available on Embassy Home 
Video) ns originally titled BLIND ALLEY until ColuMla protested. 
Said Cohen, "PERFECT STRANGERS is about a tub-year old child. 
It ns really an enperlement to direct a movie starring a tmo 
-year old, non-speaklng child in the lead. What's interesting 
is that since n wrapped shooting, there have been a lot of ducumeu- 
tarles about children testifying In court, whether children can 
really relate the truth, iWiether they can understand the difference 
between fantasy and reality. 

"This picture Is about a child who witnesses a murder but can't 
speak. He can't relate .Fwt he's seen, and nobody thinks he knows 
uFat he saw, but he knows exactly what he saw. Ho doesn't exactly 
know that It was bad; he Just saw someone stabbing somebody. 
The killer Is a person he happens to like, so he goes around trying 
to pick up knives and imitate the murder all the time, much to 
the killer's dismay because he has cone to like the kid, kind 

of love him a little bit. 

"This Is an old-fashioned murder thriller. It's kind of a 
furmy picture in Its way. It's got a lot of humor In it too. 
There's a scene where the killer, who Is a handsome young guy, 
has moved in with the little boy's mother - he becomes friends 
with the mother to try to see if the kid recognltes him. Naturally, 
the mother thinks he's interested In her, so they strike up an 
aci>jaintanceship iWuich leads to remance, and he starts sleeping 

with her and taking cara of the kid. 

"She leaves him with the kid all the time because she Is out 

doing her women's lib stuff and her militant feminism stuff, and 

ne stays home and takes care of the kid. There's a scene where 
he s giving the boy a bath and he's reading him the E.T. storybook, 
relating to him about E.T. He says to the child, 'Rementwr what 
happened to E.T. when the police found out? He turned all »F»ite 
and he died. That's because Mommy foufX) out, because Mommy found 
out what happened. Moemy tmist never find out! The police must 
never find out.' This guy likens himself to E.T." 

Cohen plans to hold a press conference with the kid before 
the film's release to find out Just what the kid remembers about 
making the movie. Talking about nis youthful star, Cohen said, 
"Every time we did a scene, he did everything he was supposed 
to. The only time he hid a fit was when he would do a scene flaw- 
lessly, and then we had a little extra tine and for no reason 
at all we would try to do the scene over again for no reason other 
than pure artjitrarlness . Then, the kid would fall down on the 



One of his films from New World is rather perversely titled 
SPECIAL EFFECTS; perversely, because the film doesn’t have any. 
Instead, a movie director postulates tf«t "murder Is Uw ultimate 
special effect." Maying murdered a womvi and filmed her death, 
the director begins mtf<lng a movie about the murder, only he casts 
the Innocent husband In the role of the murderer end plans to 
make his scenario come true by leading the police to think that 
the husband really Is the killer. 

"The husband Is a young guy who comes to New York to get his 
wife to come home with it," Cohen related. "They have a little 
b^y, and he's bought a i£mn projector and has made home movies 
of the b^y. He finds his wife working at a photographic salon 
■Fiere people take pictures of her naked - so the ides of people 
fUinlng people Is Inherent from the beginning. He takes far home 
and shows her home movies of the baby, but she doesn't want to 
go home with him, so she makes up a story that she's close to 
getting a film deal with this movie director, whose name she sees 
on a marquee across the street from the apartment window where 
they're running a retrospective, and she says, 'I'm going to be 
in his next picture. I'm going to meet him tonight and he's going 
to cast me In his picture.' She's never mt the guy. Subsequent 
to that, she goes to the director's house and tries to meke her 
dreams come true, but Instead she gets herself murdered. 

"Then of course when the police ask the husband, the husband 
says she was going to meet that director. They go to the movie 
director's house and the movie director denies everything and 
the husband gets arrested. While he's being arrested, the movie 
director goes up on the roof and photographs the arrest. He has 
the idea that he can make e film of this if only he pen find someone 
who looks like the guy's wife. The huiSband is getting rid of 
all his wife's old clothes when the director insists that the 
husband get the clothes back (so they can be used as wardrobe 
In the movie), and when the husbend returns to the Salvation Army, 
he finds a brunette who looks like his late wife. The director 
transforms her into a replica of the wife and the hustwio falls 
In love with her. 

"So we have transference of identity, a lot of twists, and 
I thirk it makes a statement about the movie business. I enjoyed 
making it," Cohen said. 

Finally we come to Cohen's latest production, THE STIFF, the 
tale of a deadly dessert. The Ideas behind the film have to do 
with Cohen's feeling that cooimetclals ere programming people to 
become addicted to fast foods plus the fact that people will consume 
things that they know are bad for them (i.e. cigarettes, hard 
drugs, etc.) and coepanles will sometimes knowingly distribute 
material which they know to be unhealthy. 

Th€ STUFF opens with a spoof of the standarad "old man finds 
the menace" scene - only this time when the old nan picks up tne 
glop of material, ne eats It and likes It. Tne Stuff Is i living 
food which isn't really digestible even though It is good tasting; 
therefore, It is an appealing dessert that contains no calories. 
However, ll begins to eat away at the Insides of a person imtil 
the person becomes a walking shell filled with animated Stuff. 

Michael Horlarty plans an industrial spy discovers the 
awful truth and decides to fight the onslaught of the Stuff. 
For most of his life, he has been totally unethical and even nick- 
names himself "Hoe" because he always wants "a little mo'e." 
However, he falls for Andrea Mareovlccl who was the mastermind 
^Ind the Stuff's marketing campaign and most convince her that 
the product she's been peddling to the American public is a threat 
to its very existence. 

There Is also a subplot about a boy named Jason (Scott Bloom) 
who happens to see the Stuff moving Inside his refrigerator and 
tries to warn his family (again, the menace inside the family 
or hone), but Is too late. There's also Chocolate Chip Charlie 
(Garrett Morris) >«ise cookie chains have been bought out by the 
Stuff people who plan to crumble his cookies Into the Stuff to 
make a new dessert flavor. This band, with the help of fanatical 
right-winger Col. ^ars (F’aul Sorvino), who Is convinced by Horlarty 
that the Stuff is a comnunlst plot, are our nation's only hope. 
Science fiction fans are sure to find echoes of TIC BLOB and OUATER- 
MASS II in the story, but It Is, nonetheless, typically Cohen 
and offbeat. ' 

Cohen has put a lot of thought into the film, which is bristling 
with Ideas, but the drawbacks of clijnsy exposition and lack of 
technical polish still plague the final result. Unfortunately, 
some of the satire end comedy misfires, causing the film to fall 
short of the break-through hit that Cohen hoped for, but nonetheless 
in this era of pointless stories and films that contain no central 
viewpoint or artistic vision, Cohen's films truly reflect his 
unique sensibilities. 

Cohen truly is one of a kind, and no one makes films that are 
9jite like his. Few fllimekers are able to get such mileage out 
of such preposterous premises, but Cohen Is willing to take a 
chance and try to track down ell the Interesting penrotations 
he can find in his flamboyant Ideas. His characters are not in 
the cookie-cutter mold of black villains and pore heroes. His 
heroes are all highly flawed, often morally suspect Individuals, 
but In the course of the tale that’s being told, they must make 
a decision to deal with the morality of their situation. 

Cohen is not the simple exploitation rlbmieker some nave painted 
him to be. Nor Is he a horror fllmnaker whose only intention 
1$ to frighten. Instead, he explicates modem evils like corporate 
greed, familial disharmony, religious r^ression, the lack of 
assimulstlon of Criminals Into society sc that they can becone 
productive citizens, and the exploitation of human frallltles, 
and he menlfests those things as babies, winged serpents, "homocldal" 
messlahs, teenaged werewolves, and a deadly, living dessert which 
makes you wonder if you are eating It. . .or is it eating you? 
And in such outrageous conceptions lie some Interesting teles. 
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KAMIYAMA SOJIN [1684 . 19M] 

Despite cne presence of ^>any fine Oriental actors In HollyMxxl, 
filn producers have almost aloays seen fit to cast Mesterners 
In roles written for those of Asiatic orgln (e.g., fo Manchu - 
played Oy Warner Oland, Henry Brandon, Christopher Lee; Charlie 
Chan - Oland, Sidney Toler, Roland Winters; Mi. Wong - Karloff, 
Lugosi; Mr. Moto - Peter Lorre, etc.). In the late silent period 
there was a marvelous Japanese actor aorklng in Hollywood, a man 
anose chiseled countenance, lean body, and posture suggested the 
embodiment of evil. His name was Kamlyama Sojin (aka Sojin, So-Jln, 
K. Sojin), One only needs to view his screen perfidy In classics 
like TtE THIEF OF BACOAO (1924), not Just to realize what a fine 
performer he was, but also to imagine what a terrific. Fu Manchu 
(to mention one character) Sojin would have made. 

Kamlyama Sojin was bom In Sendai, Japan on January JO, 1684 
(some sources wrongly state 1891). By his early twenties Sojin 
was a leading actor at the luDerial Theatre of T;Ayo, where he 
specialized in Shakespearean characterizations. He came to the 
united States in 1913 and continued his dramatic career within 
the growing Japanese conmunity on the West Ckiast. Mnen director 
Raoul Walsh was attempting to cast the role of the villainous 
Mongol Prince for the thio" CF BAGDAD, he was referred to Sojin. 
Walsh remembered his introduction to Sojin In nls autobiograohy 
( Each Man In His Time ): "W was Japanese, with an air of vindictive 
malice that made him a natural for the part." The two hit It 
off quite well, on and off the set. "I found his nickname. Sloe 
Gin, easier to remember and called him that all through the picture,” 
Walsh reflected. 

As the Mongol Prince, Sojin was viewed early on In THE THIEF 
OF BAGDAD (1924) at the P^ace of Ho Sho, planning to conquer 
Bagdad ["It shall be mine. What I want - I take," the caption 
read), with the news that royal suitors are Journeying to Bagdad 
to vie for the hand Of its Princess (Jolanne Johnston), the Mongol 
Prince decides that it is the perfect opportunity to put his plans 
Into effect. His arrival In Bagdad Is greeted with terror by 
EAST OF SUEZ (Paramount 1925): A portrait of Sojin 

as the sinister Mandarin, Lee Tai. 



Jim Coughlin 

the Princess, tut the Mongol knows what he wants and puts his 
sl8ve/spy (Anna May Wong, who was in many films with Scjin) in 
the constant company of his prospective bride. The Mongol Is 
quick to discredit Ahmed (Douglas Fairbanks Sr.) as a thief and 
not a fit Suitor, which leads to the remaining ptixes being sent 
on a quest to find the rarest gift of ell. The Persian locates 
the magic carpet, while the Indian Prlxe (Noble Johnson) steals 
a revealing crystal. The Mongol, however, Xlains the life restoring 
magic apple and he hes no qualms about having a man killed with 
a snake to try It out. He then orders anead for nls spy to poison 
the Princess, so that the Mongol can revive her and claim her 
as his wife. As backup, the Mongol Prince has 20,000 troops planted 
inside Bagdad to assure Its takeover. Fairbanks as tne Thief 
thwarts all of tha villainy with a flourish, and we last view 
the Piixe and his counselor (K. Nambu) strung up by their braided 
pigtails. 

Although T* THIEF OF BAGDAD Is Fairbanks' picture, Sojin made 
his presence felt with his expressive face, posturing, and the 
sly use of nls fan. While some of the other players were guilty 
of mugging, Sojin often underplayed, letting nls eyes do the work 
for him. After the film was convleteO, Walsh drove his father, 
who was returning to the East, to a train depot in Santa Fe. 
Walsh's Father, who had become ouite fond of Sojin, spatted the 
actor among several hundred Japanese who were awaiting the arrival 
of the Crown Prince of Japan. Sojin told the committee, "This 
is the father of the honorable director," after which the elder 
Walsh remarked, "Raoul, that was very nice of So-Jin to bring 
a delegation here to bid me goodbye." Raoul laughed to himself, 
but never told his father the truth. 

Sojin next played in a Harry Carey western, SOFT SHOES (1925), 
as Vet Tzu, a Chinese undercover agent working for the San Francisco 
police. Walsh again called upon Sojin to play Lee Tai, the evil 
Ifcnoarin, In EAST CF SUEZ (1925). The N.Y. Times felt Sojin was 
“. . .splendid as the soft-footed sleek Lee Tai," who kion^ 
Pole Negri with the aid of drugs and hypnotism, poisons her rescuer, 
stabs a servant through the heart who falls him, and uses his 
chess board to manipulate the lives of the film's characters. 
The Mandarin, who hides his poison under the gold covering his 
long fln^r nails, meets a violent execution as he Is placed in 
stocks and the bricks on which he stands are kicked away, breaking 
his neck. 

PRCXJO FLESH (1925), a tale Of the aftermath of the San Francisco 
earthquake, had Sojin as Wong. He played the Chinese cook of 
e gang building a railroad tumel through a Colorado mountain 
in TiC WHITE DESERT (1925) and was seen In MY LADY'S LIPS (1925), 
starting Clara Bow. Tic SEA BEAST (1926), John Barrymore's first 
version of HoOv Dick . Included Sojin as the harpooner Fedallah. 
Other 1926 vehicles for Sojin were: Tic BAT (as Billy), the lU(3<y 
LACY (as the Prime Minister's secretary), and EVE'S LEAVES (as 
Lee Sing). 

TIC ROAD TO MANDALAY (1926) provided Sojin with another meaty 
villainous part, as well as the opportunity to work with Lon Chaney 
Sr. As English Charlie Wing, Sojin desires Lois Moran, who turns 
out to be the daughter of Singapore Joe (Chaney). As Wing Is 
about to force himself nion her, Joe intervenes and a knife fight 
ensues, during which Joe is viciously stabbed by Wing. Director 
Tod Browning obtained fine perfomances from Chaney and Sojin. 

In DIPLOMACY (1926), starling Blanche Sweet, Sojin was the 
Chinese diplomat whose treaty with the British is stolen by a 
Russian spy. ACROSS TIC PACIFIC (1926), which dealt with the 
Phllliplne Insurrection of 1898, had Sojin as a confidential agent 
to the Filipino guerilla leader Aguinaldo (Charles Stevens), 
it was back to treachery and mayhem for Sojin In THE LADY OF Tie 
HAREM (1926). As the tyrannical Sultan of Khorasan, he Imposed 
taxes and cruel punishment upon his subjects and even threw an 
orgy to celebrate the impending death of Greta Nissen and William 
Collier Jr. Sojin was involved with air mall rccbers in the SKY 
PILOT (1926) and was viewed as the Chinese in the "hop Joint" 
segment of DRIVEN FROM HOME (1927). For 0.8. DeMille, Sojin played 
the Prince of Persia in t>c king OF KINGS (1927). He was also 
a prince in ALL ABOARD (1927), wherein he exchanges clothes with 
tourgulde Jofmy Hines who then finds himself mertied to the obese 
princess (Sebe London). Sojin was Lu Fong, among the Chinese 
persecuted by Warner Oland, in OLD SAN FRANIISCO (1927) and played 
a Lama priest during the toxer Rebellion in FOREKIN DEVILS (1927), 
starring Tin McCoy. 

Sojin was fllmdom's second Charlie Chan (George Kuws in I926's 
TIC HOLSE WITHOUT A KEY was first) in TIC CHIfCSE PARROT (1927). 
The film, directed with fine atmospheric touches by Paul Leni, 
did not feature Chan as the major character, but The N.Y. Tiros 
commented, ". . .the acting honors must be bestowed on K. Sojin 
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as Charlie Chan, an oriental detective." THE DEVIL DANCER (1927) 
Had Sojin as Sadik Lama, an evil Tibetan monk xho "appears to 
nave a weakness for standing behind a curtain, so that when a 
victim appears he is able to kill without noise and without the 
slightest risk to his none too attractive ohysiognomy" ( The N.Y. 
Times ). He was Botway Charlie who "steals whatever acting laurels 
there ate" ( The N.v. Times ) In Ttc HAUNTED SHIP (1927). As rong 
Kiang in STREETS OF SHANHAI (1927), Sojin was a Chinese vice overlord 
who vengeTully attacks Pauline Stark's mission and accidentally 
kills his own son in the process. 

A tale with a "haunted house" setting, SOkCTHING ALWAYS HAPPENS 
(1928), Featured Sojin as Chang-Tzo, a notorious Chinese outlaw 
bent on stealing the Rochester ruby (Noble Johnson was on hwvj 
as "The Thing"). Also on Soiin's list of credits for 1928 were: 
THE CRIMSON CITY (as Sing Yoy), CHINATOWN CHARLIE (as the Mandarin), 
THE HAWK'S rtST, OUT WITH THE TIDE (as Chee Chee), and Ships CF 
THE NIGHT (as Yut Sen, a Chinaman with a harem). Sojin was a 
villainous native leader ("the mallgnent Daman") in THE RESCLE 
(T929), a Ronald Colman adventure set In Java waters. CHINA SLAVER 
(1929) was Sojin's only starring role as Ming Foy, alias "the 
Cobra." He was in fine form as the diabolical boss of an island 
that provided the base for traffic in narcotics and white slavery. 

SEVEN FOOTPRINTS TO SATAN (1929), directed by Benjamin Christen- 
sen, involved a devil wotshipplng cult, trick stairways, eccentric 
cnaracters, etc. that turn out to be part of a practical Joke 
Played on Thelma Todd and Creighton Hale. Sojin, dressed in Arab 
garb, was properly sinister and imposing as the host at the weird 
dwelling. 

Sojin treiled the thief of a Buddhist vase to America In BACK 
FRCM SHANGHAI (1929). He had brief bits In some early sound films, 
Including PAINTED FACES (1929), CAREERS (1929), and the Warners’ 
ertravaganza Tvc SHOW CF SHOWS (1929). THE UNHOLY NICKT (1929) 
was concerned with systematic murders at a British officers' club 
and featured Boris Karloff (as Abdoul), Join Miljan, and Lionel 
Belmore. Sojin portrayed the Mystic brought in to conduct a seance 
»nlcn leads to the revelation of the murderer. 

CCUOEN DAWN (1930), set in German East Africa, had Sojin as 
Piper, wnlle THE DUOE WRANGLER (1930) gave him his last role in 
America as Wong the Chinese cook who aids Francis X. Bosiviian in 
his villainy. After these two films were eonpleted, Sojin returned 
to Japan, where he remained from then on. He continued to work 
in the Japanese motion picture industry, starring in films such 
as OKOTO AND THE SASUKE (1935). Virtually nothing more was heard 
about Sojin In the United States until word came from the Kyodo 
News Service that he had passed away In Tokyo on July 28, 1954, 
at the age of 70. 

It Is really a shame that Sojin did not remain In the United 
States after 1930 and delve further Into the realm of fantasy 
films. Any of his films still In existence, particularly the 
THIEF OF BAGDAD, are worth viewing for studying the work of a 
fine actor and a perfectly contemptible villain. 


DCfilS LLOYD [1896 - 1968] 

Of the character actresses that have cone to be associated 
with the norror film genre, many stand out due to colorful, eccentric 
portrayals - such as Maude Eburne and Una O'Connor - while others 
are memorable because of physical appearance and/or peculiar accents, 
like Marla CXjspenskaya. Doris Lloyd, however, is an actress who 
really doesn't fit in sucn categories. She was a steady, able 
performer, whose talent was much greater than the size and type 
of role she often was stuck in - be It a maid, landlady, prostitute, 
or noblewoman. Lloyd's ability to project Inner strength and 
a sense of hunanlty would show forth even In villainous parts, 
such as Nancy Sykes in Monogram's ambitious version of OLIVER 
TWIST (1933). Ooris became one of Hollywood's “depeWOles," while 
appearing in over 150 films - many unbilled - In a career that 
spanned over 40 years. 

Ihe blue-eyed, red-haired Doris Lloyd was born In Livetpoal, 
England, on July 3, 1896. Her grandfather had been a noted amateur 
actor in Liverpool and it wasn't long before young Doris caught 
the acting bug, beginning her stage career as a student at the 
Liverpool Repertory Theater in 1914. "I was a maid, carrying 
a tray on or carrying a tray off," she later recalled. "1 did 
that for eighteen months, and then they gave me bigger parts and 
paid me." Lloyd spent six years with the Liverpool Repertory, 
fining the most notice playing "the little girl who'd gone wrong" 
in Galsworthy's The Sliver Sox and other dramas. Doris then ventured 
to London, where she established herself as Joyce in Tne Edge 

g’ Beyond (8/21), Chee Moo in The Yellow Jacket (3/22), and Mitza 

The HerYPOd Blood (9/23). Lloyd also made her film debut in 
England In !►€ SHADOW 'BETWEEN (1920). 

In 1925, Doris jajmeyed to California to visit her sister 
Milba Lloyd, a sculptress who was married to actor-producer George 

Arthur. Lloyd became friendly with Norma Talmadge, who secured 
— '.s a role in a West Coast production of Sprlno Cleaning , followed 
a part in the film Ti€ LADY (1925). The N.V. Times conwientetl 

on the latter, "Famy La Clare, the chorus girl, Is Impersonated 

by Doris Lloyd, whose make-up and costime are quite effective 
as is also her characterization." While becoming a member of 

Hollywood's British film "colony," Doris made noticeable appearances 
as LliwhousB Polly, opposite Lon Chaney St., In THE BLACKBIRD 
(TO6), Lilian WMster In BLACK PARADISE (1926), Ifclen Wayne In 
LONESJC LADIES (1927), and the drug-addicted Georgia Drake in 
THE DRAKE CASE (1929). As Donna Lucia, she was the Btazllian 
title figure in Charley'S aunt (1930). The fine actor George 
Arllss admired Lloyd's work and utilized her in some noted films: 
DISRAELI (1929), as Mrs. Travers, the Russi»i spy; CLO ENGLISH 
(193D), as Rosamund Larne, widow of Arllss' illegltlmetae son: 
and VXTAIRE (1934), as me. Clalron. 


Doris a 



Top: FRANKENSTEIN MEETS THE WOLF MAN (Universal 1943): 

Doris Lloyd, as the nurse, attends to the troubled 
Ldn Chaney Jr.i Bolton: THE ROAD TO MANDALAY <MGM 

1926): English Charlie Wing (Sojin), Singapore Joe 

(Lon Chaney Sr.), and players look slnlsterly. 

Lloyd excelled as Kitty, the London tart who befriends Mee 
Clarke, in WATERLOO BRIDCI (1931). The film marked the start 
of a llfelcng friendship with director James Whale. Doris later 
would apapear for him during WWII, with cowpensatlon, at a small 
Santa Monica Canyon theatre where they entertained visiting service- 
men. When Whale died In 1957, Lloyd was one of the few from the 
film Industry at the funeral. 


Doris appeared as Mrs. Cutten In TAR2AN THE APE MAN (1932) 
and reprised the role In TARZAN AND HIS mate (1934). As Mrs. 
Murphy In A STUDY IN SCARLET (1933), starring Reginald Owen as 
Sherlock Holmes, Lloyd was properly indignant as the barmald/widow 
whose husband has left his entire estate to a trust and nothing 
to her. Other fantasy-related roles saw her as Lulu in THE MAN 
WHO ISCLAIICO HIS HEAD (1954), starring Claude Rains, and Mrs. 
Dorian in PETER IBBETSON (1935), with Gary Cooper. Doris was 
seen, often briefly, in many prominent films of the thirties; 
Mrs. Saxel In BACK STREET (1932), the Duchess Of Richmond In BECKY 
^iSflP (1935), fishermen Chauffourler-Dubleff in tovarich (1937), 


Wien Universal began its second horror cycle, Doris Lloyd became 
a frequent face in the ensuing films. As Mrs. Wllllans In Tic 
WCLF MAN (1941), Oorls pointed out to fellow villagers that the 
rash of njrders coincided with the arrival of Larry Talbot (Lon 
Chaney Jt.). Lloyd was Martha, the maid of Or. Ludwig Frankenstein 
(Cedric Hardwicke), who receives an ausplcicus caller named Vgor 
(Bela Lugosi) in THE GHOST OF FRANKENSTEIN ( 1942) . She was also 
seen as Miss Judd In NIGHT MONSTER (1942), with Lugosi and Lionel 
Atwlll. In FRANKENSTEIN MEETS THE WOLF MAN (1943) Doris was ttie 
^5® Si If* Queen's Hospital in England who c^iecks on Lawrence 
Talbot (Chaney Jr.), only to find him agitated and disheveled, 
with the windows wide open. 

Doris portrayed Mrs. Caxton In Jullen Duvlvier's FLESH UC 
FANTASY (1943). As Jennie in THE LOOffiH (1944), Lloyd had what 
film historian Gregory Hank calls "a maiyilflcent death scene" 
hands of Laird Cregar. Other fantasy film roles at this 
THE INVISIa-E HAN'S _REVENGE (1944), starring 




Jon Hall, and a bit in TARZAN A* TIC LEOPARD WOMAN (1945).’ 

Although Lloyd frequently appeared on stage in California from 
the '20's on (e.g., Shaw's Androcles and The Lion - '53, Noel 
Coward's Tonight at 6:30 - '46), Sir Cedric Hardwicke provided 
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Doris sith ner First end only BroedMy portrayal as Mrs. Blrllng, 
the nard-nearted nother, In J.B. Priestley's An inspector Calls 
(t2/A7}. ttost of Lloyd's reviews were favorable, although The 
N.Y. Times only coarented that "Doris Lloyd contributes some Ideas 
about aefl-bred complacence to the part of the mother." 

T>C SECRET LIFE OF HALTER HITTY (19A7) conUlned an anting 
seouence ahereln Darmy Kaye, owlttlngly involved In Intrigue, 
tries to retrieve a corset being delivered to Mrs. Follinsbee 
(Doris) - an action her irate husband obviously misinterprets. 
THE SON OF DR. JEKVLL <mi) had Lloyd 88 Lotte Sorrell, mhom 
Louis Hey«ard consults uhlle attempting to deer his late father's 
name. That sane year <19S1>, Doris provided the voice of the 
Hose in Disney's eniiliated classic ALIK In hOnccrland. 

As Lloyd gracefully entered into middle age, she ha d Int eresting 
parts In some major films: Mrs. Cooper In T>C LETTER (I9A0), 
Mrs. Winston Churchill In MISSICM TD MJSOM (19A3J, Hadane Kettlsha, 
the hat designer, in PHANTOM LADY (1944), Mrs. MetStie, the venal 
landlady oho accidentally saves the day, in my NAtc IS JULIA ROSS 
(1949), and Mother Jack in YOUNG BESS (1953). A far cry from 
Doris' early portrayals of Kicked nmen were her royal appearances 
as Countess Slbenstoyn In T^C SHAN (195£) and Baroness Eberfelo 
In Tft S0UK5 OF MUSIC (1963). 

Doris Lloyd's final fantasy films were George Pal's TIC TIME 
HACHtic (1960), In which she played Mrs. Hatchett, and Disney's 
WRY POPPINS 0964), Hherein she was gllwsed as a bank depositor. 
Doris' last screen role was that of a servant in ROSIEI (1967), 
starring Rosalind Russell. 

In the fifties’, Lloyd Oecam a familiar face to television 
viewers and was seen on many programs of a fantasy nature. On 
Alfred Hitchcock Presents alone, Doris was featured as Emily's 
frlend'in "4 Dip in the Pool" (6/1/58), Miss Agnes Wilkinson who 
Is killed by Him Cronyn in "Impromptu M.jrder" (6/2/58), Mrs. 
Crawplt in "Safely for the Witness" (11/23/58), end Namie in 
"The Schartz-Metterklume Method" (6/12/60). Lloyd was also on 
One Step Beyond ("The Haunting" - 3/8/60) and Thriller CTJark 
Legacy," as Mrs. Pringle - 5/30/61). Virtually part of the Hitchcock 
TV stock company, Doris portrayed Mrs. Gibbs in "The Dark Pool" 
(5/3/63) and Martha In "Isabel" (6/5/64) for The Alfred Hitchcock 
Hour . 

In early 1968, Doris moved to Santa Barbara tb live with her 
widowed sister Milba. A short while later, on May 21, 1968, Doris 
Lloyd passed away at the ege of 71 due to a strained heart. 

Lloyd once h^ connented to writer Myrtle Cebhait in a 1930's 
interview, "1 do not emphasize the shady characters particularly. 
I attempt to play them mote entertainingly than well-behaved ladles. 
The public rakes the distinction which elevates them to a certain 
prominence. It is the personal reaction of each spectator that 
gives crimson ladles of the cinema - or any special type - their 
Uportsrce, not any art of the actress." Perhaps Doris Lloyd 
was correct in her appraisal. Cut the film legacy she left behind, 
Including roles in some horror clssslcs, indicates that she was 
Indeed a gifted, versatile, and memoreble actress. 

CLAMOUR (Universal 1934): Doris Lloyd poses for a 

studio publicity shot. She played every type of female 
character from "bad girl" to Royaltyl 


[EDITOR'S CCMHDfTS continued from page 3] 
phone rang - "This is Frank Henenlotterl" the voice cheerfully 
proclaimed. To those unfamiliar, Henenlotter Is the director 
responsible for Isst issue's favorably reviewed BASKET CASE. 
For the next 15 minutes we spoke about that film, some future 
film prospects, and ultimately he thanked me for my wonderful 
article. I tharked him for iMing such a wonderful film. Wes 
Craven, my phone number is listed in the Baltimore Directoryl 

Finally, a few thoughts about the evar-metamorphoslzing modem 
Mvle theater. In the Baltimore suburban area, two large theeter 
complexes (each housing five separate auditoriums) have opened 
within Che past several months. Two more multiple-theater complexes 
are due to open within the next year. Remember when theaters 
use to offer giant, large-screen Cinemascope Kvies? within the 
last five years, fewer and fewer wide-screen movies hsve been 
made, and the reason Is obvious when entering any of the newer, 
multi-screen movie conplexes. The screen size is so small, and 
most Importantly, the screen ratio Is manufactured primarily for 
"flat," ncn-Cinerascope projection. In the Baltimore area, whmver 
theaters project wide-screen movies, the screen cannot be opened 
up or made wider. Instead, the bottom el^th of the screen has 
to be rasked by a heavy black covering that actually reduces the 
viewing surface of the already small screen. This allows the 
screen to measure the proper projection ratio now being so many 
more times wide as It is hl^. So In techno-conscious 1985, Clneme- 
scope means a smaller, not a larger, screeni How Ironicl 

On the positive side, ell the new theaters feature state-of-the- 
art sound systems end are equipped for Dolby stereo. Today's 
younger audiences scan movie ads to see If a specific film Is 
being projected In Dolby stereo Just like the fotmei generation 
scanned the ads to notice buzz words like "Technicolor," "Panavls- 
lon," or "Cinemascope." What Is even more Ironic Is the fact 
that most of the newer theaters are equipped to project 7Cnm film 
onto a postage-stamp size screen. Isn't technology giandl 

Let me leave with a final thou^t which ray hopefully inspire 
more readers to write and comment. I honestly feel that 19B4-'8S 
has been the strongest year for horror/fantasy films in quite 
some time (please notice all the films reviewed this issue having 
earned four or five star ratings)}. The big four for me nave 
been RETIRN TO 02, A NIGHTMARE ON ELM STREET, FRIGHT NIGHT, end 
DAY OF THE DEAD. Each Of these films is unique and accnpllshes 
something e little fresh, a little different. ELM STREET offers 
brilliant illogical scares, 02 offers mesmerizing fairy-tale escape, 
FRIGHT NIGHT offers the return of the traditional vampire, end 
DAY OF Ttc DEAD transcends the splatter/gore genre to make a well 
crafted, artistic statement (yes, ultra-gore can be intelligent!). 

For ra personally, 1 cannot remember when so many excellent 
genre films have all been released In so brief a period of time. 
Each, If circumstances had been different, would quality as a 
"Mid-Marvelous" best of the year. But never has It been so difficult 
for me to select my favorite when each of these four films are 
superior and deserving of recognition. 

Look for MldMar *35 next October (Halloween time). Remember 
to support the horror/sclence fiction/fantasy film genre by going 
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REVIEWS 




by Gary J. Svehia 


FAST AND FURIOUS: THE STORT OF AHEHICAN INTERNATIONAL 
PICTURES By Hark Thonas HcCee, ZBO pages, digest-size, 
cloth, McFarland k Coepany, Inc., P.O. Box 611, Jefferson. 
NC 28640 - $17. >5. 

Wien one thinks of sleaze cineoa and I950's science fiction 
schlock, American Internetional Pictures coiws directly to the 
forefront. Even though McGee's book does not exclusively docutaent 
AIP's fantasy product, it most definitely highlights this iwinstay 
Of tfe conpany's cotieercial, made-to-order product. 

The Book gives in-depth coverage, meaty Intervleks, and accounts 
humorous anecdotes xlth many of the famous (and infawusi) celebri- 
ties connected kith the company including Swuel Arkoff, Charles 
Griffith, Beverly Garland, Roger Corman, Bert I. Gordon, Edward 
Cahn, and of course, Herman Cohen. 

This Book's only flaw is its brevity; the studio's history 
is documented in a lean 193 pages. The reader wishes to read 
more Behind-the-scenes stories, mote in-depth interviews, and 
- the Bottom line - more Juicy gosslpl For such a colorful studio 
whose offices housed such off-beat characters - Both on and off 
screen - 193 pages Just is too short to ctwi it all In. 

The lApressive voluw does Include Biographies of all the major/ 
minor personalities connected with the studio and also Includes 
a definitive fllnegrephy of every AiP production. 

Very interesting reading, but the book should have Been twice 
as thick! 


AMERICAN INTERNATIONAL PICTURES: A FILMOGRAPHY by 

RoBert L. Ottoson, 423 pages, digest-size, cloth, 
Garland Publishing, Inc., 136 Madison Avanue, New 
York, NY 10016 - $25.00. 

The perfect companion piece to Mark McGee's Fast arp Furious . 
A Fllmooraphy is more than a stuffy reference work. Ottoson includes 
at least a half-page of cotttined cownentary and synopsis with 
each chronologicai title listed. Even though space allowed for 
critical analysis is kept to a minltus, Ottoson is knowledgeWle 
enou^ to be »le to provide interesting little anecdotes to enbel- 
llsh his dry filmography. 

For all science flction/horror film fans, American Intematicnal 
Pictures are essential to the genre, and thus, this vdline Is 
essential. Ottoson has provided an indispensable reference work 
that is as interesting as it is definitive. 


VINTAGE SCIENCE FICTION FILMS 1696-1949 by Michael 
’ Pafl«s. digest-size. McFarland and^ Compenyi 
inc.. P.O. Box 611, Jefferson, NC 28640 - $18.95 

relatively brief volume which tries to 
reveal the story of science fiction films from 1896-1949. Surorls- 
* functional Job. The text, 
divii^ into only three chapters - Silants, Somd, and Serials 
”9*®' ^ text 

is devoted to a lengthy Filmography. 

*11b the historical fliat three chapters do an adequate lob 
scl-ri filnsaklng into proper perspective, 
contained within can be read elsewhere! 
, chief flaws are allowing too much space to be devoted 

cl^stnuts such as FRAtMNSTElN and BRIDE CF 
l^nn-'u. ^ mlnl-bio of stars 

like Hllllam Henry Pratt (Boris Karloff)? 

P«Ftlcularly strong in re-revealing behind-the- 
scws probation news, particularly how Universal cut fela Luoo^s 
salary to ^ pet week and planned to film all his foptw In 
''‘® ^“tu^ role as Vgor in SON DF FRANKENSTEIN. 

® 4? ^ assimilate and -flne-tuYe" via 

editing all the information he could mnass about tf» nwnrw infr. 

Ihfoimetlon is given to tl^classlc, 
a^ady over-exposed genre giants. And movies which beg for in-deoth 
^ysis - ^ as Karloff's Coluttia "Had Doctor" series o^he 
1940’s - are once again glossed over. 

be , little Informetlon here which cannot 

®l*®’*'*F*i Pis volose is valuable as a thu»-nail sketch 
^ the genie years 1896-1949 for those who haven't the time to 
read mwerous, larger volumes. ” 


DO-: 


YOURSELF MONSTER MAKE-UP HANDBOOK 
108 pages, full-size, paper, Imagine, 
“ -- J5225 . $9.95. 

is an up-dated (from 


By Dick Smith. 

Inc., P.O. Sox 9674, Pitt'sBu’rgh’ 

« all a film reference Book, uua is an up-oaieo irrom 
1965) version of makeup artist Dick Smith's hands-on, how-to-do-it 
"*y chronicles the massive film career 
of 1984's Oscar Binning celebrity. 

Instead, It gives clear instructions and includes page-after- 
^ of clos^ photograpny (even a color middle section) showing 
how to do makeups for ghouls, werewolves, Martians, scars bald- 
mwHw. h.wrri< and the ►tmichback of Notre Dame. If makeup is 
8 hobby, this practical guide is a must-havel 


an Interest o 


SCIENCE FICTION FILMS OF THE SEVENTIES by Craig Anderson. 
304 pages, digest-size, paper, McFarland i company, 
Inc., P.O. Box 611, Jefferson, NC 28640 - $15.95. 

This is a first for McFarland & Company - a pmrback voiunel 
^ver. typically (kfarland books ace V^y lacking ^^re^rJS^- 
tlon of photos, But happily it must be noted that the center section 
tn glossy pages of interesting photos related 


he Skies volumes by 81U Warren, 
of the Seventies follows the 


to the t 

Like McFarland's 

Anderson's Science ' 

9Shre films of the decade vMar chronolog- 
ically and are listed with complete cast and production credit^ 
included, but most beneficial and interesting are 
camentary sections (anywhere from two to ei*t pages) 
^ .®* refreshing as the slmller analyses to 

?!. Wetchif a tte Skies . And unlike other books of 

TKi®ii!L’ “ distinctly and refreshingly opinionated, 

'ha book reads like a Bull -session held among s.f. film buffs 
on any given evening. 

^"° 4«2?^ recently released detelllng the history 
American ..International Pictures will deflnlteiy 
of their schlock gems. 


s Kw Matchi:^ I 


mention THE SHE CREATURE, 



MidHsi 
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The only flM, if m cgn consider it e rien, is the decade 
covered - lots of real Coring science fiction files eere released 
during the Seventies! But Anderson devotes eore coverage to the 
filias of Lerry (IT'S ALIVEI] Cohen then he does to the ovet-nediefied 
genre giants, so again he is to be consended. This is another 
■ust-heve; it’s a true delight) 

EROTICISM IN THE TANTAST TlLM by Bill George, 126 
pages, full-size, paper, Inaglne, Inc., P.O. Box 9£7a, 
Pittsburgh, PA 15226 - JU.95. 

One eould think that the subject of eroticise in horror files, 
an exploitative one, eould have been overdone in the annals of 
fila critlcisn by 1985. Such is not the cese. Unfortunately, 
Bill George's entertaining book aill not be the final eotd on 
the Subject. Even though the text is fascinating, and even though 
the Intervlees are first-rate, the book lacks a central, unifying 
focus Dhlch deans everything together. Since interviens range 
from coverage of such diverse personalities as Joe Oente, John 
Haters, and Bobbie Bresee, the voluae would benefit fron at least 
one chapter putting the entire subject into seme type of historic 
perspective. 

Eroticism benefits from e bevy of rare, seldom-published photos 
which expose the subject matter in all its. . .naturalness. George's 
writing style - at times a little too high-brow for the subject 
matter • is nevertheless intelligent, humorous, and always interest- 
ing. vet the text suffers because of hap-hazard organization: 
George quick-cuts from one amjsing anecdote [snapi] to another 
interview [pop!] to still another riveting intellectual disrobing. 
If only his editors had allowed the writer more space to fully 
develop his ideas, the volune would have been infinitely more 
valuable, perhiaps definitive. 

However, this book rises above U-e temptation of merely being 
an excuse to print photos of nude actresses within an intellectual 
framework. It appears that the book was Intended as a Plavbov 
"Sex In the Cinema" version of modem horror movies. Even thou^ 
Bill George's expertise as a genre writer is being short-changed, 
this voluw is definitely recommended. 


PLANKS or REASON: ESSAYS ON THE HORROR flLM edited 

by Barry Keith Grant, AA2 pages, digest-size, cloth, 
Scarecrow Press, Inc., 52 Liberty Street, P.O. Box 
656, Metuchen, New Jersey 08840 - $27.50. 

for me personally, this book is a true delight, an intellectual/ 
analytical presentation of the horror film genre told via the 
reprinting of assorted essays. 

The book very well could be a "required reading" textbook for 
a college level horror film course. So let me De blunt In mentioning 
thet this volune tends to become stivolarly and hip-intellectual 
so It may turn many genre lovers off. But let me be quite honest, 
while I do not accept many of the views set forth In this collection 
of essays, 1 was never bored and 1 was often shocked, outraged. 
Bill George's Eroticism does briefly investigate the 
Hammer erotic touch (here demonstrated by C. LeelJ. 



and stimulated by nfiet 1 read. Perhaps it's the English teacher 
in me, or perhaps it is the obvious Joy of remembering what my 
college experience m verus what It might be today If su^ courses 
and Intallectual crlUclsm existed back In 1969-1972 when I earned 
my college BA degree. 

The essence of this volune can be sunmed up In one essay: 
"The Idea of Apocalypse in Ttc TEXAS CHAIN SAH MASSACRE" by Christo- 
pher Sharrett. In It. writer Sharrett states that the film has 
been incorrectly analyzed as being a forerunrer of the slasher 
film. Instead, according to Tobe Mo(»er (the director) and Kim 
Henkel (the scriptwriter), the movie comments on the "ncral schizo- 
phrenia of the Watergate era." The film tries to explain what 
happens to a culture when technology r^laces human labor (the 
film's "sickles" use to slaughter cattle until a machine replaces 
them). Grandpa, known as the best killer in the slaughterhouse, 
is retained as a "living corpse" as a reminder of the "old days." 
He has the honor of crushing the skull - with a hanmer - of the 
Innocent heroine. But he drops the hammer - showing "the impotence 
of hunter and prey." 

For those with open minds nfxi enjoy this variety of intellectual 
head game, I heartily recommend this book. It will certainly 
outiags and delight - but it is not everyone's cup of herbal teal 

MUSIOUE FANTASTIOUE: A SURVEY OF FILM MUSIC IN THE 

FANTASTIC CINEMA by Randall D. Larson, 602 pages, 
digest-size, cloth, Scarecrow Press, Inc., 52 Liberty 
Street, P.O. Box 656, Metuchen, New Jersey QS8A0 - 
$17.95. 

Randall D. Larson, a very familiar name on the fandom circuit, 
has written absolutely the definitive book on film music In the 
fantasy film genie. Simply stated, this hefty voluw should defi- 
nitely be added to one’s library, even if the buyer is not particu- 
larly a lover of movie soundtracks. 

The book is structured historically, starting with the I950's, 
continuing with universal in the 30's and AO's, then covering 
the Busic of Mlkios Rozsa, then moving on to the I950's science 
fiction genre, continuing with Bernard Herrmann, spreading out 
with the J^nnese monster genre, exploring the music of hanmer, 
stretching out next to Baxter, Coman, and CMpany, etc. Special 
chapters follow Including those on European Stylisns, Television 
Scoring, Jerry Goldsmith, John Hillians, arid Electronics. 

Musloue FantastlQue Includes a comprehensive Discography of 
recorded film music is well as a thorough Fllmogrwhy listing 
all fantasy film titles scored by everyorw from Tenple Abady to 
Carl nttrer. 

The volume Is fat fron a cold reference work as It contains 
interviews, analyses, and comparisons of styles between music 
masters whicn make this book fascinating reading. 

HORROR AND SCIENCE FICTION FILMS III by Donald C. 
Hlllls, 3A9 pages, digest-size, cloth. Scarecrow Press, 
Inc., 52 Liberty Street, P.O. Box £56, Metuchen, New 
Jersey 06840 - $25.00. 

Originally, when the first Hlllls volume apoeaied in 1972, 
It became the most definitive check-list/revlew of horror and 
science fiction films ever compiled. It was essential when looking 
up the credits of s film for an article, when checking the ruvilng 
time when purchasing a used tSmm print, and when identifying cast 
lists or the distribution company for the films listed. I often 
return to these Hlllls voluws for they are perhaps the single 
most important series of film reference books 1 own. 

The third voluw - covering fantasy films released from Oct. 
31, 1981 through December 31, 1984 - continues this iwst noteworthy 
tradition. Since Willis has now turned his original, deflnillve 
masterwork into an on-going series, the initial lApresaioxY of 
voluw 111 does not overwhelm as the original volune did. Instead, 
since Hlllls only has to docutwnt two year's worth of films released, 
he has the space to expand his synopses and - most crucially - 
his interpretative analyses. Therefore, the reference work is 
Just as well documented but is actually more fun to read because 
Hlllls has put more of his own opinions into each film's coverage. 

Simply stated, this Is an essential series for sli genre lovers. 

HOLLYWOOD'S SMALL TOWNS by Kenneth MacKinnon, 218 
pages, digest-size, cloth. Scarecrow Press, Inc., 
52 Liberty Street, P.O. Box 656, Metuchen, New Jersey 
06640 - $16.50. 

DARK CITY: THE FILM NOIR by Spencer Selby, 255 pages, 
digest-size, McFarland $ Company, Inc., P.O. Box 611, 
Jefferson, NC 28640 - $18.95. 

HOLLYWOOD AND AMERICAN HISTORY: A FILMOGRAPHY OF OVER 
250 MOTION PICTURES DEPICTING U.S. HISTORY by Michael 
R. Pitts, 332 pages, digest-size, cloth, McFarland 

& Company, Inc., P.O. Box 611, Jefferson, NC 28640 

- $25.95. 

REEL AMERICA AND WORLD WAR I by Craig W. Campbell, 
303 pages, digest-size, cloth, McFarland & Company, 
Inc., P.O. Sox 611, Jefferson, NC 28640 - $29.95. 

HENRY FONDA; A BIOGRAPHY by Allen Roberts and Max 
Goldstein, 199 pages, digest-size, cloth, McFarland 

4 Company, Inc., P.O. Box 611, Jefferson, NC 2B640 

- $15.95. 

THE CINEMA OF ADOLESCENCE by David M. Consldine, 296 
pages, digest-size, cloth, McFarland 4 Company, Inc., 
P.O. Box 611, Jefferson, NC 28640 - $19.95. 
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REVIEWS 


by Gary J. Svehia 


***** EXCELLENT 

* * * * VERY GOOD 
* * * ^tDI0CRE 

* * FAIR 

* HORTH_ESS 

«IRCP(XIS: • • • • 

ProbaBly oldsters rfw first sa* hETRCPaiS iihefi it nas originally 
released iXirlng 1926 might not thinlc too highly of this color-tinted 
dolby-lied, rock-scored repackaging of a silent classic. 

is to the credit of all the technicians involved that 
this ancient chestnut has once again been made palataOle to a 
nea generation of movie-goers eho nom vle» Fritz tang's vision 

of the future as an extended rock-video. 

Fortunately, the final result Is a startling re-lnyentlng of 
art, not a crass attempt at conrnerclallsm. Giorgio Moroder’s 
inspired scoring featuring several songs as performed by currently 
popular rock artists does succeed on the emotional level. These 
songs and voices literally speak for the characters me see up 
on the screen most elegantly. Mhat might have been packaged end 
Mid as camp here becomes Just as emotionally riveting as it mas 

Wille It mi^t seem sacrilegious to some, the final result 
is that a silent 1926 masterpiece has been presented in such a 
manner to audiences In 1984/85 that the original artistic Intent 
of the film has been undimlnlshed some 60 years after it mas first 
released. Fritz Lang and Moroder must both accept equal credit 


T>C CQiPANY OF WOLVES: < • 

What might have been an intellectual tour-de-force ultimately 
fails on Just about every level. Seemingly this is "Little Red 
Riding Hood" as filtered through Freudian psychology centering 
upon Grandmother Angela Lansbury's maming to her granddau^ter 
to bemare of Vv wolf in all men. 

The narrative structure of the movie confusingly occurs as 
a little girl in modern times is dreaming at nl^t in bed and 
experiences dreams within dreaias as dream characters themselves 
tell stories within the dream. 

The eagerly anticipated special makeup effects created 
by Chris Tutiter (which feature men being transformed Into wolves 
and, most startling, a wolf's snoot emerging from Inside a human's 
wide-opened mouth) are very disappointing M pale in execution 
and technique when seen side by side with Rob Bottin's slallar 
work in T»C HOWLING. 

The film only succeeds on one level • the studio created forest 
set Is a true delight. Every tree, pathway, and shriii Is Initiated 
with atmosphere and Intimacy. Even though the Shepperten Studio 
sets are obviously Just that, the visual fairy-tale world becomes 
both startlingly beautiful and nightmarish within a natter of 
mosents In the »lit-second after day ends aid nlgnt begins. 
But even such stylistic Innovation cannot save this movie frcxn 
tedium and pretentiousness. 


BACK TO T1€ FUTLHE: • . • ♦ 

Even though the sumer of 1985 will be labeled as W sinner 
of youthful hero overkill, BACK TO TfC FtmjHE Is a first-rate 
delight. Oust the premise of having personable Michael 0. Fox 
return in time to 1955 having to fight off the romantic advances 
of his then teenage mother is absolutely clever. The fact that 
Fox's future father is a nerd and that his mother shows little 
interest in him further coopounds the sly predlcaaent. 

It Is truly the performances - Fox as the vulnerable hero fighting 
for nis very existence, Christooher Lloyd as the whaciied-out inven- 
tor, and Lea Thompson et.al. • that evoke such emotional Involve- 
ment from the suoience. It is simply delightful to see the 1985 
version of Anywhere, U.S.A. become trensfomed into the world 
of 1955 where no one has heard of Tab Cola and Pepsi Free must 
be paid for. 

In its light fantasy environment, BACK TO THE FUTIHE cleverly 
touches both the heart and funny-bone. it is one of tte summer 
of '85's unexpected treasures! 


RETURN TO OZ: • • • • • 

A new chil(9KXKl classic is upon us, and ixce again, the critics 
for the most part are trashing it. But have no fear for the critics 
in 1939 were not too kind toward the original WIZARD OF OZ. One 
can only hope that word of mouth prevails and that this film can 
rind Its audience. Look at it this way - RETURN TO OZ 1$ this 
generation's SEVENTH VOYAGE CF SIieAO, the archetypal Harryhausen 
classic, except OZ is the better film! 

Once one rereads the prlginal Baun ^ novels, it becomes increas- 
ingly Infuriating to read critics downing RETURN TO OZ simply 
because It has a d^ressing veneer and lacks the sun-shine environ- 
ment of the original. (ETURN TO OZ perfectly captures the style 
and feel of the literary classics far more effectively than the 
1939 film could ever hope to. Walter Murch's direction is always 
on target creating an absolutely sti/mlng visual backdrop; not 
Just the pillaged and evil-dominated world of Oz, but the American 
Gothic wasteland of Kansas with Its dust-bowl farm houses ano 
its raging rivers. 

The special effects - unlike the techno-mechanical and generally 
heartless tUM special effects mill - are absolutely incredible, 
especially Will Vinton's state-of-the-art Cleymation animation 
which rivals the work of either Harryhausen or O'Brien. 

Since all the fantasy characters that Dorothy encounters are 
mostly mechanical creations, they do lack the heart and personality 
of the Oorothy-Scarecrow-Tln Man-Lion relationship from the 1939 
original version - but the audience does come to care for them. 
It Is mainly through the intense and sensitive performance of 
Falruza Salk as Dorothy that this novie gains a dramatic centerpiece 
who brings all the elements of characterization, visual design, 
and special effects together. She Is absolutely pivotal to the 
success of RETURN TO OZ. 

Finally, the sequence where evil witch Monbl (excellently por- 
trayed with gusto by Jean Marsh) displays her chamber of living 
heads becomes an Instant candidate for horror hall of fane. Simply 
put, RCTiitN TO 02 is a fantasy film of the highest order - a true 
classic. 


GHOULIES: • 

Every genre classic inspired quick-buck rip-offs. ALIEN spawned 
SCARED TO DEATH and HUMANOIDS FRCH THE CCEP. JAWS fathered ORCA, 
TIE KILLER WHALE. And now GREM.1NS, the mega-hlt of last Sumner, 
has Inspired the tediously obnoxious GHOULIES. It 1$ not that 
the creatures themselves, designed by nakeup artist John Buechlec, 
ate not ingenious • in fact, they are the only positive aspect 
of the production - but the story and acting is sub-standard, 
even for a low-budget production. An absolute snooze! 


EXPLORERS: • • 

Joe Oante is a director unafraid of leaving his personal trademark 
on his work. THE HOWLING still rmlns his most fully accomplished 
work to date. CREM.INS nas a step below THE H0M.1NG when looking 
at the artistic iWwle, while flnsncially, CREM.INS was nls block- 
buster. EXPLCRERS shows Dante'S mxpected sticble, and while 
It features a brilliant 20-minute sequence near the end of the 
film, the movie nevertheless must be chalked up as a partially 
interesting failure. 

The problem Is one of both chemistry and script. While Dante 
attempts the same rapport that Richard Oomer achieved with nis 
youthful cast of THE GOONIES, the three pre.4ube5cent leads lack 
kinetic energy that makes the audience care about them or their 
aspirations. The script tieanders lacking a strong dramatic cote 
or even a solid confrontation between either ideas or characters. 
The movie is sinply boring until our three youthful astronauts 
confront pop-culture's TV-trained sliensi Only then does Dante's 
kinky artistic visions catapult the movie Into overdrive. 

But, one other brilliant sequence is included but tantalizes 
on a completely different level. It Is the final dream sequence 
when one of the lads Is flying through dreamland with the pretty 
blonde girl he is infactueted with. In Its Innocent way Dante 
is exploring early erotic Impulses we ell heve felt in that Innocent 
period before physical maturity. This dream sequence perfectly 
captures this innocence of pre-sexuality, and for some odd reason. 
It constantly lingers In my Imagination. 
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T>C TERMIMTQR: • • • • 

Uiiter/dlrector James Cameron's THE TERMINATCR is classic "B" 
exploitation film rare. The square- jened Arnold Sctwarrenegger, 
portraying a progratnned killing machine, has found the perfect 
role for his limited acting ability. The story Is intelligent 
if not original In the annals of science fiction literature. 
[S.F. eriter Harlan Ellison sued end eas given an end credit for 
his creative contribution claiming the film's plot borrowed freely 
from one of his stories.] The visual action is non-stop barreling 
down the highway at laser speed. The violence Is brutal and sudden. 
The characters are developed to the degee that the audience cares 
about them and feels for them • without having to slow the plot 
down to develop character subtlety. 

And finally, the stop-motion animation, created by the team 
of Stan Winston, Ooug BeswlcK, and Peter Kleincw, reminds the 
viewer more than a little of the best of Ray Harryhausen's work. 

As far as action-adventure, surface slick exploitation goes, 
films Just do not get any better. And surprisingly, the film 
atm holds up upon repeated viewings. T»C TERHIHATCR is definitely 
the genre surprise of the year - a brutally stylish, excellently 
crafted product. 

CAT'S EVE: « • 

Those patrons expecting to be terrified by the horrors within 
Stephen king's closet will be greatly disappointed, for CAT'S 
EVE travels the Hitchcockian road of suspense and more closely 
resembles Tfw TwillJit Zone . For me, the film offers 90 or so 
minutes of diverting pleasure - no more; no less. 

Hy personal high point occurred In "Quitters', Inc." when James 
Hoods' innocent wife Is hop-stepping the electrified floor grid 
that is shocking her in agonizing torment as the rock classic 
"96 Tears" blares over the speakers in time to her tortured dancing. 

The film, cleverly directed by Lewis Teague who here makes 
amends for his tepid CUX, Is flllM to the brim with steamy irony 
and clever plot twists thus presenting another side of King's 
talent. 

2010: • • • 

Everycne wanted to know what the secrets of the nonoliths were 
in 2001: A SPACE CDYSSEY. Thus, director Peter Hyems and author 
Arthur C. Clarke provide the ultimate answer. Too badi 

After the originel 2001: A SPACE QOVSSEY was released, audiences 
were baffled by the meta^ysical Implications of what it ell meant. 
Arthur C. Clarke's novel of the same name came out after the film's 
release attempting to more Clearly explain its meaning. 

But that was the Joy of the original movie - being so open-endeO 
in plot that the ending could mean different things to different 
people. No matter what it finally meant to director Stanley kiAilck, 
the ending was profoundly and emotionally awe-inspiring. 

No natter how fine the special effects are in the sequel - 
end they are visually stunning - or no matter how effective character 
interplay has Improved since the first film - and It has lirproved 
• the fact remains that any literal explanation of the Monoliths 
and the godly/alien powers behind then has to become simplistic 
and finally disappointing. 

The audience keeps waiting for "scnethlng worderfui to happen" 
when In reality we went that same unclear, dissipated, and ultimately 
unfethomeble ^iritual high that envelop^ us back in 1966. Instead 
of telling us "who" or "what" or even giving us "the answer," 
we Instead desire to once again bathe In metaphysical mystery. 
Often by explaining art we destroy it. 


COCOON: • • • » 

CXOQN, in parts, touches the heart as few fantasy films ever 
nave. The all-star cast featuring suipiislngly affecting performan- 
ces from screen veterans such as Don Ameche, Maureen Stapleton, 
fUne Cronyn, Jessica Tandy, Jack Guilford, and Ullford Brlmley 
elevate this film Into e compassionate thesis on man's morality 
and his own confrontation with death. The humor, the passion, 
and the yearnings of these elders are woven Into beautiful ensemble 
performances that make the audience cry out for more. 

But this serious, adult drama has been diluted by inserting 
awkward and annoying Steve Cuttenberg into the plot as the owner 
of a boat chartered by the aliens to find their lost members who 
are surviving In cocoons buried under the ocean waters. Silly 
love sub-plots bog down the essential drama that Is connerciallzea 
by making it apoeal to the fluffy, youth-oriented sumec audience. 

Even trough the brilliant film contained within has been packaged 
to sell to a specific market, enough poignancy and passion remains 
to tender COCOW one of the most emotionally profound fantasy 
films of tne year. 

FRIDAY TIC 13TH - A NEW BEGINNING: • • • 

After the pathetic fourth entry In this increasingly anemic 
series - Ironically labeled THE final CHAPTER - I was expecting 
the absolute worst. But tmxh to both my chagrin and surprise, 
A NEW BEGINNING, while bringing nothing really new to the series, 
Is surprisingly watchable and enjoyable. The initial dream sequence 
showing Jason's stormy resurrection from the grave Is quite nobly 
handled - very moody and nicely photographed. 

However, what really causes this fifth entry to shine Is the 
careful aMltlon of a warped sense of humor mostly conveyed via 
the creation of odd-ball secondary characters. Instead of forcing 
Its audience to swallow mayhem and gore with parched throats, 
the fllrmskers have wetted our whistles with refreshing gulps 
Of hunot which really Invigorates the overall production. 

A rcH BEGINNING won't win any awards for originality. Out it 
nevertheless entertains keeping its audience tense and guessing 
as to the Identity of the murderer. I must give credit where 
credit Is due. 



THE TERMINATOR Is classic "B" exploitation film fare. 
T* PURPLE ROSE OF CAIRO: • • • • • 

I haven't enjoyed a Woody Allen picture this much since ANNIE 
HALL, but PURPLE ROSE qualifies as a fantasy film of the highest 
order, offering the premise how would a matinee movie star of 
the 19KI's act if he suddenly were able to walk off the screen 
and enter the world of reality. Satiric commentary here is bath 
sharply pointed and emotionally moving - all at the same time. 

But the movie Is even more poignant and ultimately devastating 
when dealing with the Hla Farrow character: a lonely, abused 
wife who turns to larger-then-life fantasies on the silver screen 
as a means of surviving a dreary life. And the movie also offers 
another premise: can the world of reality and fantasy co-exist 
when suddenly they are both Juxtaposed? After at first exploring 
this strange relationship between a very decent, lonely woman 
and her silver screen fantasy on a conical level, Allen's vision 
turns decidedly dark and fatalistic delivering a stuviing kick-in- 
the-gtoln finale. 

Never In the annals of film has such a light-hearted fantasy 
turned brilliantly ugly so fast, so unexpectedly, it is a tciumpn 
to the genre that an artist such as Woody Allen dabbles In the 
realm of fantasy as frequently as he does. 

LIFEFORCE: • • • • 

Sometimes seriously flawed films are the most rewarding because, 
whatever their short-ccmlngs, the filmmakers involved flexed their 
creative muscles and attempted to do something a little differently. 

So very much is wrong with Tobe Hooper’s LIFefdrcE: Us non- 
comeiclal title [the original title, SPACE VAt^IRES, is much 
more effective], its overly confusing and difficult plot, Its 
pedestrian outer space/comet visual effects crested by John Oykstra, 
and Its over-use of showing mechanical corpses return to Jittery 
life, etc. It would be so very easy to dismiss LIFEFORCE as a 
noble 25 million dollar failure. 

But so much of LIFEFORCE is intriguing and worth analysis. 
The film most closely resembles the classic five million YEARS 
TO EARTH, the Hammer Ouatermass film, with Its very talky plot. 
Its emphasis on a very hard-core scientific explanation for the 
mythical/supernatural • In this case, a scientific explanation 
for vampires - and LIFEFORCE even features a Ouatermass cloned 
professor in the person of actor Frank Finlay. 

The film's blazing finale - showing In visual detail the souls 
of the citizens of London being sucked skyward, and ultimately, 
the alien victory as the city lies In ruin - is certainly gutsy 
and downbeat. 

Even the inclusion of the nude Space Girl Mathilda May is not 
played for its erotic potential. Instead, her nude form becomes 
as cold and calculating a horror as any other screen monster. 

LIFHFCftCC forces the audience to think as much as tne movie 
manipulates it into Jolting scares. The plot never makes logical 
sense, but the atmosphere generated, the suspense, and the olot 
premise all add up to exceptional entertainment. I do not know 
why, but despite the overwhelming flaws, LIFEFORCE is a very special, 
Intelligent scarefesti 
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NIGHT V T* COCT: • • • • 

If the nee-nve/punk science fiction ctaze of the last year 
or tm has left you cola, if ooditles such as LiguiD SKY or REPO 
MAN bore you silly, then NIGHT OF THE COMET ai^t provide the 
middle ground betmeen traditional science fiction drama and neo-nave/ 
techno-meird. 

The film is an Invigorating charmer, full of excess energy 
and t«o first-rate performances. Catherine Mary Stexsrt - best 
knoiKi for her performance in TtC LAST STARFIOlTEfl - is teamed 
here mlth Kelli Meroney eho portrays her dlrry cheerleader sister. 
Of the tmo performances, it is protMbly the debuting unkrwam Maroney 
■FK) pulls Ojt all the stops by running the gamut fron vacuua-heeded 
comedienne to full-tilt sex-pot. The chemistry betoeen these 
tM mell scripted female characters gives this production its 
vie and vigort 

Sporting quietly effective special effects nhlch never call 
too much attention to themselves, this film becomes a Kinky-«ild 
human drama about the end of the eorld. Armies of Romero-esque 
zonPles terrify the fen human survivors around every street comer, 
but especially terrify them In their dreams. 

NiGHf OF Tet C0«T successfully tries to retread the overly 
familiar, and ehlle It does make a mistake here and there, on 
the mhole it seduces, charms, and delicts only too aell. 

TtC GOONIES: • • • • 

iFille it is a shame to see Richard Oonner's heart-felt, four 
year dedication in preparing laoyhAWS fpr the screen be greeted 
with yaxns and short theatrical tuns, it is a fitting remard that 
Oonoer connected »ith Steven Spielberg to be ellomed to direct 
the sure-fire hit, TtC GOONIES, a film that lacks the soul of 
a LAOYHAKKE, yet a film thet almays manages to entertain. 

TtC GOONIES is a fantasy-adventure thet feetures monderful 
ensenBle performances from a relatively virgin cast of young perfor- 
mers. Perfectly effective is the ccnstently ridiculed little 
fat boy, marvelously performed by Jeff B. Cohen, iit« steels mny 
scenes. Also, the lovable monster Sloth, as performed by former 
pro football player John Matusrak, Is totally mesmerizing alth 
his little kiggling ears and askeaed eyes reminding the audience 
of makeiA artist Craig Reardon's uglier variation - the deformed 
chlld/monster from Tobe tttoper’s Ttc funmousE. 

The film plays better than it should sieply because of the 
chemistry and the clever dialogue (very realistically delivered 
in 3 Hawksian manner iiitn ore kid constantly interrupting another 
• but isn't this horn e«110ren speakl) existing betneen the cast, 
the rollicking pacing and unelnoing of the plot, and finally, 
the sense of magic and the extreme attention to the fine detail 
in the constantly changing set design. Ttc GOONIES may be fluff, 
but it is artistically delivered with a real sense of creative 
pride. 


DUC: • • • 

OUC is undoubtedly the most misunderstood fantasy film of 
last year. Director David Lyr«n performed an admirable Job of 
translating the essence of the novel to the screen yet still main- 
taining his personal idiosyncratic trademark. 

True, the narrative is difficult to follow - but only the subtle- 
ties of plot are difficult to follow. The basic story, even for 
those never read the novels, demands close attention but 1$ 
really no harder to follow and understand than any other Intelligent 
fantasy film (BLADE RUNNER, for example). Hhat becomes slightly 
frustrating is the fact thet so much narrative detail has been 
condensed into the fast-paceo, two-hour plus running time. If 
the studio hed the guts to release Lynch's original four-hour 
cut, I believe this movie would have found its audience. Characters 
could then be more properly introduced and irderstood. In the 
currently released version, characterization appears to be operating 
at "fast scan" speed trying to Jam too many plot devices and charact- 
ers Into too short a riming time. 

Still the visual look of the film with its startling planetscapes, 
odd costuming, and brilliant set design makes bne wish a complete 
version might some day be released. If any film deserves to be 
re-dlscovered in ten years' time, I hope Ot*C will be the chosen 


THE BRIDE: • • • 

In movledom, 0 » 6 can equal 01 In other words, the wtwle 
can be less than the sim of the Individual components. TFE BRIDE 
Is the perfect case In point. The film starts out spectacularly 
with a ten minute reprise of Universal’s creation sequence from 
BRIDE OF FRANKENSTEIN complete with a similar two-story watchtower 
laboratory, Dwight Frye look-alike who prepares the electrical 
apparatus up above, ai^ the elevation of a gauze-wrapped corpse 
who is brought to electrical life. The sequence even ends as 
the watchtower explodes. BrilliantI Then T»E BRIDE becomes two 
different films awkwardly Joined via herky-jerky editing. The 
first movie, starring Sting and Jennifer Beals, is utterly worthless 
featuring uninspired performances and unintentional hilarious 
dialogue. This is real dog meat. 

The second movie, starring Clancy Brown as the Monster who 
befriends Rlnaldo, a little person, is closer in tone to OF MICE 
UO ICN than It Is to BRIDE OF FRANKENSTEIN - but It Is exceptional. 
Clancy Brown turns in a Lenny-esque performance that is totally 
different from Karloff's performance as the Monster. Not that 
Braun is better, but his sections of the movie are dynamically 
acted and emotionally Involve the viewer. If THE BRICE developed 
this one aspect of the two-story movie, It would have been thoroughly 
wonderful. But unfortunately, we are constantly Interrupted by 
Sting and Jennifer Beals (whose best sequence is her nude descent 
from the gothic stairs - of course "performed" by a body doublet) 
trying to l^ilte a spark that never quite catchasl 


LAOYHAWE : • • • • 

If the world of sorcery and megie thrills, If the middle ages 
and heroic knights who pine for their cursed ladles fill one with 
romantic yearnings, then LADYHAWC will be ■ fantasy film to long 
cherish. 

Richard Oonnei has created a loving romantic adventure that 
ml^t nave become top-heavy with special makeup effects and state-of- 
the-art visual affects. Instead, Donnar remembers that the essence 
of LA£IYHAt*C is state-of-the-heart, and in the one sequence when 
Michelle Pfeiffer Is transformed Into a hawk by singly cutting 
from huRsn to animal via blinding light, filters, and eye-ball, 
close-ip photography, the audience is once again reminded that 
no matter how astounding special effects might be, that tt« fact 
remains that the emotional chemistry which exists between two 
competent actors is much more gratifying and mind-blowing. 

Rutger Hauer, as the solitary knight trying to salvage his 
love for Ms lady, is as always effective. The set design and 
photography excellently establishes the mood and medieval look. 

The only serious flaw in the movie Is the absolutely arvioying 
musical score which attempts to match medieval romance to a blaring 
dance-mix pop/fia* rhythm. Never has a full symphonic score so 
desperately been needed to help coaplement the grandeur and majestic 
visual Icok that permeates throughout every frame. 


THE AOVENTLRES OF BUCKAROO BANZAI: * • 

Ever since the 60's, the era of the anti-hero, filnmekers have 
beer attempting to create s hero who would be hip enou^ to appeal 
to our current age. Indiana Jones Is, In reality, a i9JO’s serial 
hero updated to the slick look of the 80’s cinema - tut r» still 
lives in World War II era America. 

Enter Buckaroo Banzai - neurosurgeon, scientist, rock 'n' roll 
superstar, student of all martial arts, etc. In other words, 
the ultimate hero. 

Add to this mixture Dr. Emllo Llzardo In Wie person of cheneleon 
John Lithgow as the ultimate evil (yet also brilliant) scientist. 

Further add a mixture of disguised aliens, a blend bf distorted 
history concerning Orson Welles' radio broadcast of War of the 
Worlds, toss in time travel, and finally add hopping across tf% 
Bth Dimension. 

In this era of sequels, prequels, and remakes, it is indeed 
refreshing to find such an original, quirky, and odd-ball treasure 
such as BUCKAROD BANZAI. Unfortunately, the plot is overly convolu- 
ted (thus, slowing the pace down to tedium) and too many characters 
are introduced to clearly follow. Seldom can the flaw of a movie 
be labeled over-ambltlousness, but one has to deem this film a 
welcome breath of fresh air, none the same, even when weltftlno 
all the flaws. ' ' 


A NlOfTMARE ON ELM STREET: • • • ♦ • 

Wes Craven's finest film to date, A NIGHTWRE CM ELM STREET 
easily ranks ss one of the best horror movies of the past several 
years. Not only does It terrlfyj It manages to do so intelligently. 

Besides featuring all the familiar horror icons: the defenseless 
female who Is slaughtered after Indulging in sex, the Indestructible 
boegeyman, a herbine trapped alone in the house with the fiend 

- A NIGHTMARE adds several novel Ideas to the mesh. The fiend, 
Fred Krueger, exists in the reality of dreams and only threatens 
his victims >F>en they are asleep (until the very end of the movie). 
Therefore, all the horror sequences occur as *eam-reallty thereby 
allowing the Boegeymen's arms to become twisted and elongated, 
victims run up stsirs that turn into sticky marshmallow, and obscene 
telephone calls personify as human tongues which grow out of the 
phone. The basic horror of this film revolves around the premise 
that dreams are real and that nightmares can kill us. Psychological- 
ly, this primal fear Is terrifying, and director/writer Craven 
milks It for all its worth. 

Heroine Heather Langenkamp does an exceptional Job as an Intelli- 
gent, aggressive, and extremely worthy foil for evil Freddy Krueger. 
She never becomes the typical horror film female victim. She 
literally has to out-think Krueger In order to survive. 

The fiend from everyone's nightmare - Fred Krueger 

- from Wes Craven's superior A NIGHTMARE ON ELM STREET. 
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B NIGHTMARE ON EU4 STREET IntBlllgently blends a Mil crafted 
script, interesting cbarecteriratlons, and creative visual imagine- 
tion aith enough blood and gore to satisfy even the most depraved 
gore-hound. A NIOITMARE, in its o«n taisted aay, is a pleasure 
to enjoy tine and tine again. 


CREATURE: • • • » 

The most innovative of all the ALIEN rip-offs, DCATlJRE oaes 
just as much to Mario Bava's PLANET or THE VAr«>lRES as It does 
to Ridley Scott's masteraork. 

Persistence pays off for independent producer/director Williani 
Malone ahose unsuccessful first effort, SCARED TO DEATH, aas also 
spaaned in the shadoa of Scott's ALIEN. Yet CREATIRE succeeds 
very nicely as an Imaginative, aell photographed, and scary horror 
toi'p through space. Just as ALIEN eas iiimediately labeled as 
a horror film that Just happens to occur in outer space, CFEATLRE 
makes no pretense of being science fiction. Besides having the 
seldom seen alien (In-the-^tadoos-alMys-lurkingl) premise, viemrs 
have the additional treat of having dead victims return to an 
animated state as ailen-controUed ronoies mho eat the flesh of 
the hunen survivors. 

Often this tension is generated by stacking it upon heaps of 
alls: landscape filled altn fog, mist, and shadom - often times, 
in the best "B" movie tradition - leading to implausible erotic 
encounters. A classic example Is a oanan Mho on the alien planet 
sheds her space suit and totally strips to embrace her male compan- 
ion. She encourages him to fling amay his atmospheric helmet 
and air supply - instantly killing him. Of course, she is already 
dead and is simply doing the bidding of. . .the creature. 

As far as the exploitation genre gees, creature is outstanding 
entertaireient . 


MAO MAX BEVONO THLNIEROONE: • • < * 

I knew something good was in store when the third entry in 
the 'Mad Max’ series mbs not titled R0«0 UARRIQR PART II. 1 had 
dreaded the thought of Australian director George Miller trying 
to outdo himself creating even more Of the same high-speed chases 
on the road to oblivion. As soon as I heard the title aas to be 
MAD WX BEYOfC THJfCERtOC and that Australian theatrical director 
George Ogllvle Mould share a co-director's credit, my anticipation 
increased. 

Unfortunately, for the mindless masses aho expected to see 
a replay of T»c ROAD WARRIOR, prepare yourselves for disappointment. 
But for those Milling to see the character of Mel Gibson's Mad 
Max giOM and also see director George Miller stretch by attempting 
something different, MAO MAX BEYOND THUNDEROOME Hill register 

While the second portion of the film radically slows the pacing 
dOHh, it is Max's encounter with the tribe of imocent children 
aho are keeping history alive via the oral tradition (much like 
Mhat really occurred during the Middle Ages in Europe) ahereby 
Gibson is given a rare opportunity to act. 

HoMver, in the first half it Is the set design of Bartertawi, 
the punked-up fashions of its inhabitants, and the aonderfuily 
quirky performances of both Tina Turner and the diminutive Angelo 
Rossitto that really give this movie Its creative shot of adrenaline 
allowing it to become an e^vresslve visual feast. Seldom has 
a creative teem opted for the artistic over the bientantly commer- 
cial. BEYOO THuroERDOC is the better film because of it. 


T»C BLACK CAULDRON: • • • • 

tt:lle THE BLACK CAULDRON misfit not quite be in the sane league 
as FANTASIA or PINOCCMIO, it is definitely an enthusiastic return 
to Via artistry and brilliance apparent in the "golden age* of 
Disney animation. 

Onu again even the most crltioal adult eye can marvel at the 
re-esietgence of multi-plane, depth-of-field animation, and the 
creatively packaged angles of photography. The rousing score 
by Elmer Bernstein only nerries the audiences' emotional response 
to the colorful imagery seen on the screen. 

While the script takes a little too long to get moving (end 
remeaber, today's youth are raised on the rapid-pacing of a Spielberg 
roller-coaster ridel), once the movie takes the youthful hero 
Taran to the magnificently conceived castle of the Homed King, 
the intensity (and horrorl) of the production breaks loose. In 
all its PC gioryt 

So many artistic highs exist from the moodiness of skeleton 
warriors rising from the dead permeated in the effervescent li^t 
of the awe-inspiring black cauldron, to the marvelous glow which 
surrouids the Fairies ihile the rest of the characters are displayed 
in more muted colors. The evil castle, as first seen silhouetted 
in the ferocious glow of a violent thunder storm, 1$ another 
hlefv-point. The list goes on and on. 

Besides the leisurely pacing, the only other siTiificant flaw 
is the alsctronlcally synthesized reworking of the dolby-ized 
character voices which will aake iwiderstanding the dialogue particu- 
Itrly difficult fdt yMKiger children. 


STMWW: • • • 

This rommntic/fentasy chase adventure might be director Jrtm 
Carpenter's coy mwiner of easing himself away from the science 
flctlon/Hbrror film genre, for It more closely resembles Spielberg's 
SUGAfLAM) E)d'RESS than It does CLOSE ENCOMTERS. In feet, Its 
chief flM is tre feet that it becomes too derivative of other 
filmsi 

Jeff Bridges wxl Karen Allen prove, once and for all, that 
director Carpenter does care about performance (not just action). 


The film's climax does puli at the heart strings and is emotionally 
satisfying. But still the thing, for all the criticism that film 
generated, Is still Carpenter's tour-de-force masterwork. I would 
advise Carpenter to stop trying to do second rate Spielberg when 
his forte is a vision someahat more malevolent and evil. 


FRIGHT NIGHT: • ♦ • • • 

Rementier when horror movies use to feature vanpires - before 
the advent of the zomble^platter trend? FRIGHT night Is the 
welcome return of the traditional horror thriller that most of 
us fondly remember, but the film has been beefed-up for the techno- 
BOs via state-of-the-art mekeip/speclal effects as delivered by 
veteran Richard (GHOSTBUSTERS) Edlund. 

Even though the film technically falls into the category of 
’teens-ln-troible'' that has been Irurdatlng the market as of late, 
it quickly rises above such contrivances via the integrity of 
first-time director Tom Holland's script, his fine cast of characters 
including a broad, over-the-top yet sensitively effective performance 
by Roddy McDowall (as ham-bone Peter Vincent, TV's "vampire killer") 
tna Chris Sarandon as one of the most sensual yet insidiously 
evil vampires ever to grace the screen. (This is what Frank Langella 
only hinted atl] 

The film takes a little too long to kick into gear, but cnce 
It does. It becomes one of the best horror films of the decade. 
The film's climax, occurring within the confines of the vampire's 
renovated old home as our heroes attempt to rescue the damsel-in-dis- 
tress, pulls out ail the steps as a dead wolf turns himn, the 
vampire's live-in lover turns to green goo, the vamoire transforms 
into a bat, and the inevitable vampire destruction sequence in 
the rickety old cellar all reintroduce the classic vanpire icons 
in a fresh light. 

Semetimes It takes a new director such as Tom Holland to remind 
all of us that the genuine, old-fashioned horror chillers never 
grow stale. The genre Mould definitely benefit by producing more 
traditional horror pictures such as FRIGHT NIGHT. 


DAY OF THE CEAO: • • • • • 

Even with his unanticipated budget cut forcing him to rework 
his script at the last mcment, George Romero's DAY of the DEAD 
is en absolute triumph of the modern horror clneme. 

For the first time ever, Romero - who has groMn creatively 
as a director since his initial night cf the living DEAD in 1968 
- has concocted the perfect blend of plot, chaiactarizatlon, state- 
of-the-art gore, and most inportantly, an Inspired sense of dramatic 
pacing, to produce his finest horror epic ever, one of the best 
of this or any year. 

unlike DAW OF THE DEAD nhere the audience is immediately inunda- 
ted in human carnage and mutilation izitll the film Is allowed 
to run out of steam by the farcical finale, DAY CF THE DEAD offers 
only short, intermittent sequences with zombies until all hell 
bree6<s loose during Romero's tour-de-force final 20 minutes. 
Then, a handful of huaans trapped underground are forced to venture 
forth into the unllgHited and zompie-infested mine shafts (and 
1 maintain that M best horror films establish a sense of claustro- 
phobia, a sense of being trap^ or closed in) to experience makeup 
artist Ton Savlnl’s most gr^ically realistic gore-effects ever. 
It is literally impossible to tell where real fie^ ends and makeup 
appliances begin. 

Among the husan cast, female lead Lori Cardllle particularly 
shines portraying both vulnerability and strength. Yet Richard 
Liberty as the crazed Dr. Logan ("Franhensteih"} and Howard Sherman 
as "Bub* (the zombie with a soul) also stand out. Hhlle Roaeto's 
characters ere little more than stereotypes, they do become much 
better defined here than in any of his earlier DEAD movies. 

Instead of producing the splashy, end-of-the-world holocaust 
many genre fans were expecting, Romero has produced almost an 
intlMte, quiet, small-scale third Installment whereby mankind 
is losing its humanity and the zombie-dead are learning it Pavlov- 
style. DAY OF THE DEAD, ever venturing beyond ultra-gore, registers 
most deeply not because of its visceral outer shell but because 
of the sibtlety of Its artistic, inner vision. 

Hhat better film to earn the annual "Mid-Marvelous" sward for 
best genre film of the year? 

RETURN CF THE LIVING DEAD: • * • 

Dan O'Bannan was always a screenwriter whose work deviated 
toward the off-beat. O'Bemon's screenplay for tMs coalcal gore- 
fest, based upon an origir^ story by Jotr Russo (who wrote Rcneio's 
original NIGHT OF THE LIVING DEAD) et. al.. includes the Irony 
of depicting two medical supply workers aho are dead yet do not 
knew it (shades of O'awvion's DEAD AND BURIED?). Parwiedics, 
after finding no pulse, discover that the men's temperature is 
70 degrees - room temperature. A naked male corpse, after having 
its head sawed off, still tuns around like the proverbial chicken. 
A nihilist female pixiker fantasizes about the gruesome realities 
of dying; strips off all her clothes as her friends chime, "More 
light here - she's taking off her clothes agalnl* Of course, 
she becomes a naked zombie who dispatches victims so as to fulfill 
all her morbid fantasies. Animate zombies stagger end demand, 
"More bralnsi" And finally, the entire city of Louisville Is 
nuked as the cloud of chemical waste spreads to tesnimmte note 

For first time director Dan O'Bannon it must be positively 
noted that he has atteepted to do something different than retread 
the waters first traversed by Romero or Fulcl. O'S^wnn's film 
is filled with kinky, kinetic energy during the film's first third 
and final third. The middle section does run out of steam and 
sags, but all-in-all, RETURN CF THE LIVING DEAD is a quirky horror 
opus t)iat has all the markings of becoming a mldhi(^t cult classic. 
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GRAVE 

DIGGINGS 


HI Gary: 

Speaking of accuracy, don't forget to nention that It ms Charles 
Griffith and not Mel Welles who directed second unit on LITTLE 
SHCP CF HOfSlORS, and that Cannon Films have long since changed 
their distribution situation from the my it ms described In 
the Intervlea. 

A coi^le of addenduas - the "contilete'' list of films that Karl 
Struss worked on that 1 thought I had turned out to be missing 
one other significant title: ALLIGATOR PEOPLE, a minor genre 
effort which nay well be the last feature that Struss worked on. 
Sorry about the emission on the piece I sent you. I do endeavor 
to be as complete and as accurate as possible. 

A few small addendums to Griffith's piece. Talking with Beach 
Dickerson (whose name was always misspelled in the credits of 
films he did for Corman], I found that It ms he, not Jack Nicholson, 
who shared GIANT CRAB acting duties with Ed Nelson. Additionally, 
when Chuck says he and Roger got shipwrecked, that doesn't mean 
that the ship sank, but rather that Roger got sick and insisted 
on going ashore. The boat had to leave and so both Roger and 
Chuck mre stranded on a small island in the Mediterranean for 
a time. Also, Griffith's idea was to dub Italian muscle (i.e. 
Hercules) movies Into comedies, not musicals. 

I Swuld also mention that when Beverly Garland kicked the 
creature from IT CONQleRED the world over, that ms before they 
built the conical point on top of the squat body. Somebody told 
Roger that Venus had a heavy gravity and so therefore it ass origi- 
nally decided that the alien should have a squat body such as 
an alien from a heavy gravity planet would have. Unfortunately, 
after Garland's reaction, it ms decided that a taller monster 
ms needed If It were to be et all menacing. 

Finally,^ I really liked the Ed Oeln interview • but why do 
you In the* heading and in soae captions refer to nim as william 
Deln? I will now have to look formrd to the newt Issue by wilting 
a whole year. 

All the best, 

OennU Fischer 
Los (Vrgeles, CA 

[Dennis, first of all let me say it ms my editorial typo and 
not yours that had Hal Welles directing smrond unit on LITTLE 
SHOP. While I am eating crow, let me say that I seriously goofed 
iWwn I sent the Information for the EOrnrd Deln title art to Allen 
Kosrowskl. I mistakenly wrote "William Oelh" and Allen's art 
reflects the error. The captions were then based upon Che title 
lettering. To all concerned, I em sorryl • GS] 

Dear Gary Svehla: 

Midnight Wrouee # 33 was another great issue. As usual, I 
enjoyed the Interviews the most, especially the Charles Griffith 
one. Those early low-budget movies can be very entertaining to 
mtch. I really enjoyed PLAN 9 from OUTCR SPACE, and would like 
to see some material on this In MlMr. It's sad that PLAN 9 
ms planned to be taken sericuslyl 

I'd rather not see the next listing of movie books In the next 
issue. It's too much space to take up in a rine that only comes 
out once a year, especially when most readers probaPly know of 
most of the books anyway. A book review colum is different, 
since criticism Is Involved. 

As usual, Midiiai tn has sene great artwork. Allen Koszowskl 
has really helped the zlne with his great artwork and article 
headings. MidMar A31-#33 ate more presentable than before, and 
they iisPce good usa of space. Nelson's covet Is good, but Michael 
Jackson on the covet of Ml^loht Marouee ?lll 

I agree with your opinions on people's mamers in movie theaters. 

1 am also more and more unimpressed with the theaters themselves, 
t remember on vacation In Denver In T977 mtchlng STAR WARS on 
a huge curved screen at the Cooper Theater, and T»w much better 
It makes mtchlng a film. 

Looking forward to A3A, 

Ray Stockfish 
Crosse Point Woods, HI 

[I agreed with many readers who expressed the thought that another 
fantasy movie book listing would be too space consuming. Therefore, 
Dave Is publishing his own one-shot volume of bex* listings. 
1 have seen the "rou^s" and 1 encourage all Mlasar readers to 
support Dave by buying both volumes. See his ad elsewhere in 
the issuer - GS] 


Dear Cary: 

First off, congratulations on MlMr's good review in the April 
1985 Issue of Film Cowimnt . Secondly, congratulations on your 
twenty plus years of discussing fantastic clnewia. 

1 enjoyed your article In the last Issue of Mld4ar about BASKET- 
CASE and TIC EVIL DEAD very much. In Che article you state that 
in the future horror films will only get bloodier and In esserce 
will become "ultra gore pictures." This nay or may not be true, 
only time will tell us. I feel thet If pictures do In fact get 
bloodier then they had better be fumy. Black hunr Is what will 
carry the viewers throu^f' the extra dose of Grand Gulgnol. 

If a picture Just contains blood and hard-hitting violence. 
It will be Impossible to digest (I.e. WUli» Lustlg's MANIAC 
end Wes Craven's LAST HOUSE CN Ttc LEFT). An "ultra gore picture’ 
can never take Itself too seriously. If It does it will Just 
be a reflection on nonfletion In the real world and that defeats 
Uie purpose. After all, don't we go to the movies to forget about 
Uw real world and take residence in a make-believe worldl 

I think Henenlotter, Raimi, Craven (finally), Romero, and Dan 
Curtis all know this and we have nothing to fear from tnem. 

On the other hox) someone like Tobe Hooper walks on a very 
thin line. THE TEXAS CHAIN SAW MASSACRE was very good but Hooper 
left out hmor. We have to struggle from within ourselves to 
laugh at his picture - because we have no help from the fllinraker. 
Hooper, fortunately, has followed CHAIN SAW with some other genre 
films that are far from reality and have a laugh here and there. 
To sit for a second end ponder fate, perhaps if Chain saw had 
gore In it, it would not be the classic It is today. Gore plus 
no hmor equals a sickening film, even for the most hard-core 
horror fan. 

Good luck with HiMr, Cary. Keep mtchlng the skies and the 
fog. Can't really say I wish you sweet dreams. 

Ralph Coon 
Manassas, VA 22110 


Dear Cary: 

1 don't care what anyone says, Jofvi Carpenter's Ttc THING Is 
the ell time best horror fllml It Is set up perfectly from the 
saucership hurling across the screen (which gives the viewer a 
powerful rush!) to the transformation scenes. The acting Is very 
powerful; each actor gives a high caliber performance, especially 
Kurt Russell, Milford Brimley, and David Clennon, That movie, 
ifien I saw it in the smmer of 1982, lifted me out of the chair 
so many times I can't count! It Is better th»a Tie EVIL DEAD 
(pure nonsense) or any Spielberg movlel So many people missed 
out seeing T!C THING it's a shame. why don't you extensively 
cover it - the story, the script, and most of all, the direction? 
I'll almys praise Carpenter because his movies encourage me 
to mtch all films, 

Sincerely, 

Gus Wenerd 
Sterling Park, vA 

[My only regret ms a few year's ago, after giving THE THING a 
rave review (a 5-sUr rating!), 1 awarded my annual "Mid-Marvelous" 
award to POLTERGEIST. Time has already proven the thing to be 
the best horror/faotasy film of that year! - GS] 


Dear Gary: 

HldMar #33 Is fascinating as almys. My only coeplelnt Is 
the appearance of Michael Jackson on your cover (though the Nelson 
rendering is exquisite!). Still, It's an interesting statement 
on the lack of decent genre films during the anemic '83-84 period. 

My favorite aspect of MicMar Is your coverage of the more obscure 
film personalities in the horror field. 1 especially enjoyed 
the articles on Charles Griffith and Gene Roth. The m^y wonderfully 
sleazy films of the 50's are a constant source of entertainment 
for me. 

1 see that Mr. Koszowskl has assumed a position of dominance 
in your layouts, and rightfully so - his work Is perfect for MidMar, 
and It Just gets better each time I see It. I say that It’s high 
time Allen were offered a front cover. 

Vours necTophagously, 

Robert H. Kwx 
Exeter, nh 
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